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TN the Introduction to * Tuscan Sculptors ' the history of 
Pre-Revival Sculpture throughout Italy is sketched. That of 
Pre-Revival sculptors and sculpture in other parts of Italy was 
there rapidly gone over, in view of the possibility that the 
present volume might never be published. Some repetition 
has unavoidably resulted from the course then adopted, but as 
the subject there touched upon is here treated *in extenso/ 
an apology seems hardly necessary. 

To this volume is added an Appendix, containing some 
additional matter, corrected dates, and four plates engraved 
for M. Charles HaussouUier's French Translation of ^Tuscan 
Sculptors.' 

I take this opportunity of expressing my thanks to the Baron 
de Triqueti, who has kmdly allowed me to engrave some of his 
admirable drawings from Sculptures in Italy for that translation, 
and for this volume. 



London : October 1868, 
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CHAPTER I. 



APULIA AND THE ABRUZZI. 



APULIA since the romantic period of her history may be said Past and 
. . "I • present 

to have fallen mto a state of semi-barbarism ; but the influence condition 

of a United Italy has within a few years worked a visible change, 

and we may look forward to a time when she will take that place 

among the provinces of the peninsula, to which her natural advan- 

^^ tages and past history entitle her. Railroads already intersect this 

land, which is connected in our minds with tlie Crusades and the 
Norman heroes who took part in them ; with the Greek and 
Lombard who fought upon her rich plains, and with the Hohen- 
stauffens, Frederic and Conrad and Manfred, who found within her 
limits a kingdom and a grave. The ports whence the followers of 
Peter the Hermit embarked for Palestine are being widened and 
deepened; Brindisi has renewed her relations with the East, and 
the track which Horace followed in his memorable journey to that 
long-neglected haven, will soon be familiar to tourists. They will 
gaze with wonder upon the noble churches of Apulia with their 
storied gates of bronze, their portals covered with mystical sculp- 
tures and Oriental ornament, and their pulpits and bishops' thrones 
resting upon Saracen prisoners, lions or elephants; and upon her 
Mediaeval castles, one of which still stands in such perfect pre- 
servation that were Frederic and his Infidel hosts to return to 
earth they might again find shelter within its marble halls, 

B 



ITALLVN SCULPTORS. 



Effect pro- These interesting examples of architecture and sculpture affect 
hermonu- US differently from those we meet with in other parts of Italy, 



menu. 



in that they belong to one period, and stand isolated between 
the ancient and the modern world of art. In Rome we can 
start from the supposed site of the hut of Faustulus, and 
successively examine architectural remains of the Kingly, Repub- 
lican, and Imperial epochs; study Mediaeval churches and Renais- 
sance palaces, and thus pass from the buildings of Bramante, 
Michel- Angelo, and Mademo, to those of our own day. In the 
same way we can follow sculpture from the Etruscan wolf at the 
Capitol through numerous Greco-Roman marbles, and early Chris- 
tian bas-reliefs, and almost shapeless sculptures of the Bassi Tempi, 
to the works of the Cosimati, Paolo Romano, and Michel- Angelo, 
of Bernini and Canova. But it is not possible to do this in Apulia, 
where architecture and sculpture flourished only during a certain 
period under foreign influences, which marked them so strongly that 
they cannot be understood without some knowledge of the contem- 
porary state of the country. 
Name of The vcry name of Apulia, which properly belongs to a province 

diveraeiy of Southcm Italy, has been applied at different periods to a larger 
'^^^^ or smaller portion of country; thus, under Norman domination 

it was given to all the peninsula south of Rome, including the 
provinces which were afterwards formed into ' II Regno,' while, by 
a singular fiction, when the possessions of the Greeks in Italy 
had been reduced to the province of Apulia proper, they clung to 
the shadow of their former wide-spread domination, and called it 
Italy.^ 
Condition At the end of the tenth century the emperors of the East, who 

Italy in the had nominally ruled over the south of the Peninsula from the 
century, dismembcrment of the Carlovingian empire, bounded their posses- 
sions by an ideal line drawn from Monte Gargano on the Adriatic 
to the bay of Salerno on the Mediterranean, and governed this ter- 
ritory, which included Apulia proper, the Capitanata, Otranto, 
Calabria, and Beneventum (one of the three great duchies founded 
A.D. 589. by the Lombards^), by a Greek officer residing at Bari, who bore 

* Giannone, Storia di Napoh\ lib. xi. cb. iv. p. 135, vol. ii. 

^ Beneventum fell into Byzantine bands a.d. 891, more tban a century after the 
overthrow of the Lombards a.d. 774. Tbe other two Lombard duchies were Friuli 
the north and Spoleto in the centime of Italy. 
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the title of Catapan or Capitan;^ while the German emj)eror», as 
successors of Charlemagne, claimed feudal homage from the repub- 
lics of Naples, Gaeta, Amalfi, and Sorrento, and the Aglabite 
Saracens occupied Sicily and Malta, keeping the Italian sea-coast 
cities in constant dread of their ever-renewed incursions.^ This ^p- looe. 

First ap- 

state of afikirs was completely changed by the Normans, who made pearanee 
their first appearance in Italy at the beginning of the eleventh Normans. 
century, and by their impetuous valour speedily reduced Greek rule 
to the mere shadow of its former self. At that time pilgrimages to 
holy shrines were frequently undertaken by Christians from far- 
distant countries, and it was on their return from such a visit of 
devotion to Jerusalem that a small troop of Norman knights, vari- 
ously stated as from forty to one hundred in number, landed at 
Salerno, and were hospitably received by its duke, Guaimar III. 
Soon after their arrival, a fleet of Saracen ships approached the 
coast, bringing a host of Infidels, who landed and encamped under 
the walls of the city, and demanded a large sum of money for its 
ransom from pillage and destruction. The duke being too weak to 
fight, would have submitted to these terms, as on former like occa- 
sions, had not his fiery guests volunteered to defend him,^ and 
rushing upon the Saracens, who had given themselves up to rest 
or revelry, massacred them in large numbers, and put the remainder 
to flight. Grateful for this succour, Guaimar offered the Normans 
every inducement to settle in his dominions, but he was obliged to 
content himself with their promise to return, or to send others 
of their countrymen in their stead ; and loaded with rich presents 
they embarked for France. Ten years elapsed before a second band a.d. loie. 
of Normans, pilgrims to the shrine of the Archangel Michael at visit of iiio 
Monte Gargano, set foot on the shores of Italy. Shortly before this ^^h^ 
time the citizens of Ban led by Melo, a noble of Lombard extrac- I?^^» ^^®'* 

•^ ^ Melo 

tion long resident among them, had revolted against the tyrannical against the 
rule of the Greek Catapan. But when they beheld a numerous 

' Probably derived from Capitanus — thence the name of the province Capitanata 
— or from the Greek Kara wdvy * apnd Gbwcos generalis totius exercitus prajfectua * 
(Leib, n. 14, p. 235 ; Mur. Script Ber, Ital, v. lib. 1). 

• The Saracens' incursions into the Mediterranean, which date from their con- 
quest of Africa, A.D. 698, increased after they seized upon Sicily (Origine de la 
Question d* Orient, St.-Marc de GKrardin. 

' * Et non pour pris de monnoie, mes qu'il non povient soustenir tant suporbo 
de li Sarrazin.' — Aim6, Uystoire de li Normanty liv. i. p. 15. 

b2 
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army, sent against them from Byzantium, they trembled, and with 
cowardly treachery wished to purchase immunity for themselves 
by giving up their brave leader, who saved himself by timely 
Meio's flight to Monte Gargano. He there met the Norman pilgrims, 
witiithe who tempted by their love of adventure, and by his promises 
ormans, ^^ rcward for their services, enlisted under his banner.^ Melo 
had gained three pitched battles when the tide of fortime turned 
against him on the plains of Cannes, which so disheartened him, 
he goes to that he appealed for aid to Henry II., whose interests like his own 
jind dies it wcTC imperilled by the successes of the Greeks. While urging his 
*™ ^^' views upon the emperor, he was taken ill, and died at Bamberg;* 
and Henry soon after perceived the wisdom of his counsels, when 
tidings reached him from Italy of such aggravated danger to his 
imperial rights, as could only be averted by prompt and immediate 
The Em- action. He accordingly crossed the Alps at the head of a large 
^e'i^ds bto army, marched through Lombardy and the Marca d' Ancona into 
^^* Apulia, and taking the Normans into his pay laid siege to Troja, 
which shortly after surrendered. The further prosecution of his 
designs was frustrated by the excessive heat of the climate, under 
which his German soldiers sickened and died like sheep, and he 
returned home, leaving the Normans to expel the Greeks by the 
aid of the princes of Beneventum, Salerno, and Capua, who how- 
ever soon left them to prosecute the enterprise alone. 

As the necessity of having a stronghold for a place of reftige 

and a centre of operations now pressed heavily upon this handful 

The Nor- of bravc men in a strange land, they seized upon Aversa, a for- 

upon tress near Naples, in which they established themselves under the 

a.d!'To28. Nonnan Rainulph, whom Conrad the Salic soon after created Count 

of Aversa. Their numbers were constantly increased by fresh 

arrivals of adventurous spirits from Normandy ; and as they gave a 



* Guill. Appulus (Muratori, Script Ber, Ital. vol. v.) relates this meeting with 
Melo in Latin verses. 

* The following account of Melo's reception by Henry and of his death is taken 
from Vijsiolr de U Normant, par Aim^ moine de Mont-Cassin, liv. i. p. 9, Paris, 
1835 : — * Lo impereor li promit de faire ce que Melo reqneroit. Et lo impereor 
fit goarde de li prince de li Thodes coment de ceste chevalier se appareilla d'aler 
ii restituer Melo en sa propre honneur. Et la crndele s'en rit de ceste covenance 
quar Melo fu mort (1020) et fti soosterr^ en Teglise de Babiparga, laqnelle avoit 
faiste cestui impereor, et en lo sepulcre de li noble £ai mis, et en ot triste ce Tim- 
poreor ct tout son oxercit.* 
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hearty reception to all men of whatever country or antecedents, 
who were possessed of the one necessary quality of courage, they 
became more and more formidable and aggressive. Nine years a.d. 1037. 
later, William, Drogan, and Humphrey, three of the twelve sons of 
Tancred de Hauteville who came from Normandy to fight against 
the Sicihan Saracens, joined their countrymen on the mainland, 
seized upon Melfi, and within three years overran the whole of a.d. io4o- 
Apulia, leaving only Bari, Brindisi, Otranto, and Tarentum in the conquest 
hands of the Greeks. Their conquests were then divided between ^ ^ 
twelve Norman counts assembled at Melfi, which town was set apart 
to be held in common as the seat of government. Robert Guiscard,' 
the eldest and most famous of Tancred's sons, soon after joined his 
brothers with his son, the hero Bohemund, who figures with mythic 
grandeur in the history of the Crusades among those of his brave 
coimtrymen who made Southern Italy a stepping-stone to dominion 
in the East, and led on the European hosts to the cry of * Dieu le 
veut ! Dieu le veut ! ' till they stood as conquerors within the walls a.d. 1099. 
of the holy city. ^ 

We need not here relate the subsequent history of Apulia, as it 
was during the period of which we have been speaking that the 
churches were built, whose fa9ades and portals furnish us with the 
most important examples of sculpture. They consist of bas-reliefs Eiementu 
in the lunettes, or upon the architraves and side-posts of the doors, ecuiptur©. 
representing Scriptural personages or scenes fix)m holy writ, sculp- 
tured in the conventional style of Byzantine^ ivories, mosaics, and 

* Gtdscard or Wiscard, i.e. callidus, crafty, astute. No. 1, p. 7, M4m, et Hist, 
des Normatids, par M. H. de Br^hoUes. 

^ The cry of * Dieu le veut ' was first uttered by an immense assembly of people 
at the Council of Clermont, November 14, 1095, in answer to the appeals of Pope 
Urban IL and Peter the Hermit. 

' The wide-spread influence of the Byzantine school is remarked upon by 
Salzenberg in ^e preface to his work entitled AlUGhristliche Bamoerke zu 
Gonstantmopel. So far as Justinian's sceptre ruled over Christians it gave laws 
for building of churches, in Europe, Asia Minor, Palestine, Egypt, and AMca. 
Wben in the seventh century the Arabs made their raid through Asia and Africa 
into the heart of Europe, they brought with them no art of their own. The 
Moslem mosques were built by Greek artists, and the caliphs of the Abbacide 
dynasty, who made Bagdad their abode in the eighth century, employed Greek 
architects. Artists and savants were drawn from Constantinople, and Greek 
classics were translated into Arabic. So also in Spain, Byzantine artists and 
architects, as the best of their time, were called to Cordova to build the palace of 
Zahra (see Cardonne, Hist de VAfrique et de VEspagne, vol. i. pp. 330-6 ; v. Gibbon). 
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paintings, and of rich and complicated ornaments of a mixed 
Oriental and classical character, very skilfully combined with an 
infinitely varied series of animals, either carved in relief upon the 
archivolts of the portals and around the windows, or sculptured in 
the round, and half set into the walls, from which they protrude 
with an eccentric eflfect. 

In the presence of these different elements we recognise the 

united influence of Greeks, Saracens, and Normans upon the 

national genius, which clung with tenacity to classical forms and 

incorporated early Christian and Mediaeval symboUsm with them. 

Let us see how and to what extent each of these nations and 

Byzantine systcms workcd upon Southern Italy. The Byzantine influence is 

influence, g^ifficiently accountcd for by the political and commercial relations 

between the governed and the governors, and the presence of a 

New ideas Greek rulcr with his dependents. It was fiuiiher developed by 

b^^ft^ra the artists and artisans who returned from the East in the ranks 

by^hir^ of the Crusaders,^ bringing with them new ideas about ornament 

Crufiaders. ^^^ architecture,^ derived not only from Byzantium, but also from 

orna- the Syrian cities, which were even greater centres of art. Orien- 

whe^ t^l ivories, gold and silver ornaments, and stuffs of rich and varied 

denvcd. pattcms, scrvcd them as models for sculptural ornament, and it 

was rather from these than from Eastern sculpture that they derived 

their combinations of ornament with animal forms and figures, for 

So also Russia, Hellas, the islands of the Archipelago, and the towns of the Adriatic 
coast, Calabria, Sicily, and the neighbourhood of Naples show Byzantine influence 
on buildings as late as the tenth century. 

1 Baron Hammer's ingenious theory about the introduction of Mediaeval sym- 
bolism into France, and thence into England, at the time of the Conquest, 1066, 
by the Templars and Free Masons, who had been instructed in its mysteries by a 
sect of Syrian Gnostics, and who returned horn the East in the ranks of the 
Crusaders, is disproved by the fact that the order of the Knights Templar was not 
instituted till the year 1118, as well as by the character of the sculptures about 
the Temple church in London, and St. Michael's Hall in Normandy, which are 
simple and not at all symbolic. Baron Hammer's dissertation is entitled ' Mys- 
terium Baphomotis Revelatum,' vide Fundgriihen des Orients, vol. v. 

* These ideas bore fruit both in Italy and France. * Nous voyons, par exemple, 
a cette ^poque, le Poitou, la Saintonge, la Normandie, Tile de France, la Picardie, 
TAuvergne, r^pandre sur leurs Mifices, des rinceaux, des chapiteauz, des friaeB 
d'omements d'un tres-beau style, d'une bonne execution, qui semblent copies, ou du 
moins unm^diatement inspires, par Tomementation byzantine de la Syrie, tandis 
qu'tt c6t6 de ces omemcnts, la statuaire demeure a T^tat barbare et ne semble pas 
faire un progros sensible.' — ^Viollet-le-Duc, Diet raisonne de V Architecture fraiK^aise, 
vol. viii. p. 106. 
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the stuffs which the Byzantines fabricated ai^e filled with thera, 
though they made use of neither in sculpture. The Syrians also, 
whose cities as far back as the fifth century possessed examples of a 
peculiar system of ornament derived from old Greek art, modified 
by Roman and Asiatic influences, almost altogether discarded 
animals and human figures, and used dentellated leaves of a con- 
ventional form deeply marked and sharply cut out, combined with 
geometrical patterns formed by the intersection of circles or of 
straight and angular lines. The Saracens, who succeeded the Thesici- 
Greeks as masters of Sicily and thence acted upon the mainland, ann. 
decorated their buildings with ornaments made up of plants, leaves, 
and flowers, called arabesques,^ nor could they exceed these limits, 
as they were forbidden by the Koran to represent the image of any 
living thing. 

The Norman element is much more difficult to define, as The 
our knowledge of it is more vague. It is even questionable element. 
whether the Normans possessed any art of their own when they 
invaded France in the tenth century. They were * exiled and 
banished people, who made themselves kings of the sea because 
they had no land which they could call their own.'^ When after 
seizing by force upon Neustria they took to themselves wives, the 
children bom to them grew up speaking the language of their 
mothers, showing that the fathers did not cling to their nationality, 
so that in all probability such principles of art as they may have 
brought with them were quickly lost. The little sculpture^ found Eievmtu 
upon the oldest Norman buildings consists of clumsily interlaced Thliracfep 
lines (entrelacs), and of animals biting each other, analogous in l^^\^l 



of Norman 
uro. 



* Arabesques were a characteristic element of Persian art. They are divided 
into two kinds: viz., flowered arabesques, i.e. arabesques made up of forms bor- 
rowed from climbing plants, sometimes intermingled with animals of strange 
shapes ; and geometrical arabesques, composed of interlaced linos most skilfully 
combined, whose most essential condition is that they never break off* or stop. 
The Persians did not submit to the Mahomedan law, which forbade the repre- 
sentation of figures of men and animals, and continued, like their ancestors, to 
compose arabesques made up of birds, plants, and animals (Adalbert de Beaumont, 
liev. des deux in4y)tdes, October 15, 186G, p. 991). 

* Michelet, Hist de France^ vol. i. p. 320. 

2 Romanesque architecture in Normandy in the twelfth century was * severe, 
methodique, savante, puissanto, recherchee comme construction, mais pauvre en 
scnlptnre, Les Normands furent d*habiles constructeurs, precision dans Tappareil, 
execution soignee, mais absence de sculpture.* — M. VioUet-le-Duc, Entreiiem snr 
r ArchUeeture, vol. i. pp. 227-280. 
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chai'acter to those common to Celtic, Anglo-Saxon, Icelandic, and 
Scandinavian art.^ 
tian The earliest adaptations of natural forms to architectural oma- 



ana irep- 

sian ada^ meut are found among the Egyptians, who decorated the tympani, 
natural friczcs, and columu capitals of their buildings with the lotus, the 
ornamental palm, the papyrus, the acanthus, and diflferent species of water 
plants; and among the Persians, who laid the animal, vegetable, 
and mineral kingdoms under contribution for the same purpose;*^ 
but there is this capital difference between Oriental and Christian 
symbolism, that in the first natural forms are represented for 

* See The Orammar of Omamenty by Owen Jones, chapter upon Celtic orna- 
ments, plates 63-65. Such ornaments are fonnd in the Anglo-Saxon charts 
preserved in the library of the British Mnseum, and in other libraries, which date 
from the second half of the seventh century up to the time of the Conquest. They 
are identical with those upon metal or stone of the same date. The Celtic orna- 
ments are made up of geometrical patterns composed of interlaced ribbons, diagonal 
or spiral lines, of animals and birds with monstrous heads and very long tongues, 
and tails entwined in infinite knots. The absence of ornaments made up of leaves 
or vegetables is total. The htmian figure is sometimes but rarely introduced. In 
regard to the possible origin of Celtic ornament fix>m that of the East, Mr. Jones 
points out its resemblance to the earliest ornaments from Mount Athos, given by 
M. Didron in his Iconographie de Dieu; and adds, that elaborate *entrelacs,' so 
common in Moorish ornament, agree partially with Slavonic, Ethiopian, and 
Syrian ornament, and that, as all these probably originated at Byzantium or Mount 
Athos, the case may be the same with Celtic ornament. The analogy of this species 
of ornament with that used in certain Hindoo sculptures has been pointed out in 
justification of the theory of the origin of the Scandinavian races in central Asia. 
See, upon this subject, Le Diciiminaire raisonnS de V Architecture de M. V.-le-Duc, 
vol. viii. p. 185, article * Sculpture.' 

^ M. Adalbert de Beaumont, in an article entitled ' Les Arts Decoratifs en 
Orient et en France' (Rev. des deux mondes^ October 15, 18G6), declares this 
adaptation of natural forms to architectural ornament to be of Persian origin. He 
says : * D^j^ les Egyptiens dans leur antique architectui-e s'etaient particuherement 
inspires de la forme des v^g^taux. Le lotus, le palmier, le papyrus, I'acanthe et 
diverses plantes d'eau entrerent, en peinture aussi bien qu'en sculpture, dans la 
decoration des chapiteaux, des colonnes, des tympans et des finses. Les Perses 
allerent beaucoup plus loin, et cherchant dans les lois g^n^rales des formes na- 
turelles, ils prirent au rhgne vegetal ses creations les plus diverses, au regno 
mineral ses cristallisations de tout genre, au regno animal les precedes arclii- 
tectoniques des madrepores, des oursins, des coquilles et d'une foule d'animaux 
reputes fabuleux .... Dans toute cette zoologie fabuleuse de FOrient, dans ces 
leopards rampants et arm^s, ces tigres grimpants, ces taureaux et ces chevaux ailes, 
ces lions couronn^s combattants ou sautants, dans les animaux alMgoriques tels 
que la salamandre, le griffon, le pelican, le cocatrix, Tibis, la licome, qui depuis la 
langue hieratique jusqu'a nos jours font partie de la po6sie orientale, nous ne 
pr^tendons pas voir, sans doute, des copies exactes de la creation ; il nous suffit de 
constater que Taspect de ces animaux reste tres vrai, tres caractcrise, tout en 
devenant arabesque, et passe du naturel au merveilleux sans effort et sans secousse.' 



V 
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worship as symbolic of deities, or as typical of natural forces and 
phenomena; while in the second they are signs of a hidden reli- Animal 
gious meaning, and as such are often described by the Church as signs in 
Fathers, who, while regarding all created things as witnesses to the art 
power and intelligence of the Supreme Being, considered them 
chiefly worthy of attention in so far as they could, by an often 
strained interpretation, be made to conduce to man's moral advance- 
ment. Frequently incorrect in their ideas about the nature and 
properties of animals, they did not seek to separate the true from 
the false, since, as St. Augustine remarks, ' The all-important object 
for us is to consider the signification of a fact, and not to discuss its 
authenticity.' ^ This habit of looking for a symbol in every created 
thing led to a system of mystical zoology contained in the * Physiolo- The phy- 
gus' or 'Bestiary,'* a work which explains the now forgotten meaning 
of many of the strange fonns carved about the &9ades of Mediaeval 
churches. The first Sentence in the version of the Bestiary made 
by Peter of Picardy, clearly sets forth the object for which it was Poter of 
composed. ' Here commences the book which is called " Bestiary," 
and it is so called because it speaks of the nature of beasts ; for God 
created all the creatures upon earth for man, and that he may in 
them find an example of faith and a source of belief.'* So also 



^ Enarraiio in Psabnnm cii., p. ix. : * Reiiovahitur sicut aquila,^ Besorreclionem 
enim qaamdam sigDificavit nobis: Et quidem renovator et juventns aquilse, sed 
non ad immortalitafcem. Data est enim similitado quantum de re mortali potuit 
trahi ad rem utcumque sigmficauJam mtmo^ialem^ rum ad demonstratida/m,* 

• The Fhysiologus is a popular account of such &cts in natural history as were 
best adapted to the religious instruction of the early Christians. Whether it is the 
title of a treatise composed by one of the Church Fathers, or whether some great 
Qreek naturalist, like Aristotle or Theophrastus, is designated under the name of 
Physiologus, is uncertain (ibid. pp. 18, 19). The subject-matter of the Latin 
and French Bestiaires €md Lapidaires is derived from Albertus Magnus, Vincent 
de Beauvais, Barth61emy de Glanvil, and the Physiologus (ibid. p. 27). A French 
and Latin version of the Fhyslohgus is given in the 2nd and 3rd vols, of the 
Melanges d^ Archeologie^ par Ch. Cahier et Arthur Martin. At p. 85 of the Intro- 
duction to this work, vol. ii., it is stated that the oldest prose version is that of 
Philippe de Thaun, a Norman troubadour of the twelfth century. About a 
hundred years later Guillaume le Normand rhymed the BesUary^ and about the 
same time a clerk of Picardy put it into prose in the Beauvoisis dialect. The 
origin of the Physiologus is doubtful. It has been attributed to St. John Ghry- 
sostom and to St. Ambrose. There are several MSS. of this work of the thirteenth 
century in the Biblioth^que Imp^riale, and one at Brussels of the tenth (ibid. 
p. 99). 

^ Melanges d^ Archeologie^ op. cii, vol. ii. 
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Noimaud ^ William of Normandy tells us that ' all the examples collected in 
the book are intended for the amelioration of sinful man ^ and for 
Sk*n ft^m ^^^ profit of his 6oul.'2 One or two extracts from the ' Physiologus ' 
Ibic^ul' will give the reader an idea of the way in which the diflFerent 
The lion, ani^als are described in view of man's instruction. ' The lion has 
three properties. He lives in the high mountains ; when he finds 
himself pursued by the hunter he conceals his track by efikcing his 
footsteps with his tail ; when he sleeps he has his eyes open ; after 
the young lion cubs are born they lie lifeless upon the ground for 
three days, abandoned by the lioness; then the lion comes, and 
breathing upon them recalls them to life. Thus Jesus Christ con- 
cealed his coining upon the earth so completely that the devil even 
was unaware of it. Three days, like the lion whelps, he lay lifeless, 
then God the Father brought him forth from the tomb and glori- 
The tiger, ously rcsuscitatcd him.' ^ ' When the hunter has seized the young 
tiger Cubs and is pursued by the tiger, he places a mirror in the 
path of the furious animal, who on perceiving himself in it is so 
charmed by the spectacle of his own beauty, that he gives up the 
chase and forgets his loss. The hunter is the devil, the cub is the 
soul which he wishes to steal away, and the mirror the temptations 
of the world put in man's way to absorb and divert his attention 
from matters connected with the welfare of his soul.'^ In the same 
The cock, strain a writer of the thirteenth century^ says, that the cock who 
marks the hours of the night by his song, wakes up sleepers, and 

* * Quer les essamples qu'el aiine 

Sont totes por ramendement ' 

D*ome qui erre foUement.' 

^ * Essamples por le preu a rame.' 

* The idea that the Hon effaced his footsteps was taken by St. Epiphanius from 
Plutarch or from Claudius ^lianus, an author of the third century ; and the story 
of the resuscitation of the lion whelps from Aristotle and Pliny (Hippeau, op. cU. 
p. 75). 

^ No. 8, Melanges^ &c. ojp, cit, vol. ii. 

* Rationale Dhhwrum Officiorum, Guglielmo Durando (M. 1296) ed. in-8vo. 
Lugduni, 1612, liber i p. 7. The same author, in speaking of the symbols of the 
evangelists, prefigured in the visions of St. John and the prophet Ezekiel illus- 
trates their fitness as applied to Christ, who was bom a man, who died the death 
of a calf, who rose like a lion, who ascended like an eagle. St. Matthew, he says, 
was symboHsed as a man, because his object was especially to illustrate the 
humanity of Christ ; St. Mark as a Hon roving in the desert, because his office 
was to describe the Lord's resurrection ; St. Luke as a calf, because he was ap- 
pointed to describe how Christ offered himself as a victim ; and St. John as an 
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announces the dawn, after exciting himself to crow by flapping his 
wings, is placed on church spires as an emblem of the preacher 
who awakens sleepers slumbering in their sins. 

The Mediaeval sculptor who represented these and the many Purpos** 
other animals described in the ' Physiologus,' was probably not ani- Modiierai 
mated by as deliberate a purpose as the learned doctors of the ■^"^^™* 
Church in their treatises and homilies, for he dealt only with the 
sign, and left to his spiritual teachers its interpretation, which was 
less generally understood as it became more and more recondite. 
In the early periods of the Church the simpler forms of symbolism SymboUbm 
were clear to all disciples, and only to them ; their very object, eari/ 
indeed, being that the initiated might possess a language which was 
a dead letter to the heathen. To this language, which had become 
dear to them in hours of danger, they clung long after the establish- 
ment of their religion, not only from force of habit but from a 
repugnance to images of holy persons, which suggested idolatry, 
and also from a reverence for the commandment of the Jewish law. 
Gradually however these feelings were weakened, and even before 
a final blow was given to art symbolism in the seventh century by 
the permission to represent Christ and the Saints and the mysteries 
of the Passion, many of the old forms had lost their mystical signi- 
ficance, and were used only because well adapted for decorative 
purposes. 

How far this had become the case in the tliirteenth century is st. Ber- 
shown in a striking passage in the writings of St. Bernard against 
extravagance in the decoration of churches ' whose walls glow with 
colour, and whose stones are covered with gold, while the poor are 
in want and go naked.' * What,' he says, * is the use of those 
absurd monstrosities displayed in the cloisters before the reading 
monks? See what deformed beauty and what beautiful deformity. 
Why are unclean monkeys and savage lions, and monstrous cen- 

eagle, because he was taken np into heaven, that he might describe the divinity 
of the Lord {Rationale, lib. vii. p. 464). See also the following Latin lines quoted 
by M. Hippeau, op, ciL p. 79, from Hildebert de Lavardin : — 

* Christus homO| Christus vitulus, Ghristus leo, Christus 

Est avis, in Christo cuncta notare potes : 
Est homo dam vivit, bos dnm moritur, leo vero . 
Qaando rcsurgit^ avis quando supcma petit.' 

Vide Ezekiel i. 10, and Revelation iv. 7. 

c 2 
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taurs, and semi-men, and spotted tigers, and fighting soldiers, and 
pipe-playing hunters represented? You may see there many bodies 
with one head, and one body with many heads. Here a quadruped 
with the tail of a serpent, there a fish with the head of a quadruped. 
Here a beast half horse and half goat, there another with horns and 
a horse's body. The variety of form is so great everjrwhere that 
marbles are more pleasant reading than manuscripts, and the whole 
day is spent in looking at them instead of in meditating upon the law 
of God.*^ Did we not still possess the writings of the early Church 
Fathers we might accept the argument furnished by this passage 
against there having been hidden meanings of high religious import 
in this symbolism; but we must remember that St. Bernard saw 
that little or no account was made in his day of the only reason, 
which could ever have authorised its employment about sacred 
buildings. 

The noble Apulian churches, whose ornamental sculptures we 
have endeavoured to characterise and explain, have in many cases 
suffered greatly by modem restoration, which has too often substi- 
tuted false glitter for solid splendour; but fortunately much of 
their marble-work has been left untouched. Their ground-plan 
is generally that of the Roman basilica, and their style is either 
Romanesque, i.e. debased Roman— often called Lombard or Nor- 
man of the first period — or Gothic, modified by classical influences, 
also called Norman of the second period.^ 

Ages before any of these stately buildings were raised' by man 
to the honour of his Maker, nature had hollowed out a vast cave 
near the rocky summit of Monte Gargano,* which was to become one 

* Sancti Bemardi Opera^ Parisiis, 1690, vol. i. p. 538, oh. xii. : Luxnm et abnsnm 
in templis et oratoriis extruendis, omandis, pingendis, argait. 

^ The Norman circular style, which reached its height in the eleventh cen- 
ttirj, was one of the modifications of the Romanesque, whose parent stock was 
Boman architecture. The earliest churches built in Normandy and England, 
as in Apulia, are basilicas in form. Norman Romanesque does not abound in orna- 
ment ; it is rather characterised by plsdnness and simplicity. Very few sculptures 
adorned the exterior of Norman buildings. Vide Antiq, of Normandy, J. Britton, 
1 vol. fol. London, 1828 ; and VioUet-le-Duc, Entretiena sur V Architecture, 

' The Mons Garganus of the Romans was in ancient times covered with thick 
woods of oak and ash, twice mentioned by Horace^ 

• Aut Aquilonibus 
Querceta Gkrgani laborant, 

Et foliis viduantur orni.' — Ckir. ii. 9. 
* Garganum mugire putes nemus.' — Ep, ii. i. 202. * 
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of the most £Eimous shrineB in the world. In ancient times, a Pagan 
temple stood above it,^ whose priests doubtless used it for oracular 
purposes, but its existence had been long lost sight of, when one 
day at the end of the fifth century (says the legend) a shepherd 
having shot at a wild bull upon the mountain, saw his arrow fly 
back to him, as if sent by an invisible hand. Amaaed at this 
mysterious occurrence, he sought out the holy Laurentius, then 
Bishop of Sipontum, who repaired to the spot to fast and pray. 
After three days the Archangel Michael appeared to him, and led May 8, 
him to the cave, which he declared henceforth sacred to himself and 
the angels. Within it the bishop found that Oriental sign of con- 
secration — an altar covered with a red cloth — upon which he cele- 
brated mass; and ever since on the anniversary of that day crowds 
of pilgrims climb the steep mountain path to pray in the grotto. 
Each man as he passes across its threshold, shakes one of the rings ^ 
pendant from its venerable bronze gates, which were cast at Byzan- 
tium eight hundred years ago, and given to fill this portal by one 
of the noble family of the Pantaleone from Amalfi. The grotto a.d. io76. 
contains nothing of artistical interest except a marble cattedra of 
the twelfth century, supported upon crouching lions of the old 
Romanesque type, and adorned with rich Arabic ornament and 
with a small bas-relief of St. Michael and the Dragon.® j 

It was taken possession of by the Lombards who were expelled by the Emperor 
Constans IE., and long occnpied by the Saracens. * Multoqne adhnc extant Sara- 
cenomm sepnlchra saxo excavata' (IJghelli, IsL Sacraj tom. yu. p. 809). 

' The temple of the demi-god Colchas, spoken of by Strabo (Oeog, vi. 3). 

' ' ArmHla janoea/ rings of iron placed upon chnrch fiEt9ades, and much yenerated 
by the people (Mont&ncon, Monarch, frang. p. 193 ; Lopez, note 42, p. 204, H 
Battistero di Parma), 

' As I visited the Grotto on the great fl^te of St. Michael, which takes place on 
the 8th of May, I could not approach the cattedra or the high altar, on account of the 
immense crowd of pilgrims. This I the more regretted as Ughelli (op. cit, p. 809) 
mentions a statne of St. Michael, by Michel-Angelo, upon the high altar. No 
such work by that great sculptor is known. These are Ughelli's words : * Auremn 
Archangelis Michaclis patroni simulacrum hoc in loco faisse olim narrant, cujus 
loco argenteum coUocatum, eoque detracto man)wretm pulcJiemnmm a Michaele 
Angela Bonarotu celeherrimo scidptore elaboratum appositum^ quod adhuc spectaiur, 
Schultz (Denkmdler der Kimst des MUtelalters m JJnteT'Bolien, vol i. p. 240) says 
it is certainly not by MicheUAngelo. According to tradition the cattedra was 
made in the days of the holy St. Laurence, and the Emperor Henry 11. is 
said while sitting upon it to have seen a vision of Christ and the holy angels. 
The outer chnrch and adjacent buildings, as well as the Gothic portal at the 
head of the long flight of steps leading down to the Grotto, belong to Charles of 
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The More than five hundred years after the consecration of St. Michael's 

a^Bari. Grotto, a Greek blshop named Bisantius^ founded the duomo^ at Bari,* 
1035-1062. which was completed under his successor Bishop Nicolaus^ Restored 
in the very worst modem taste, and deprived of its ciborium which 
Aifenus da was made for this bishop by Alfanus da Termoli, and of its pulpit, 
1062- erected shortly after under Bishop Andreas, this church is now 

1087 

utterly without interest. Fortunately however we can form a very 
accurate idea of the destroyed ciborium by that at the neighbouring 
church of San Nicolo, which tallies almost exactly with the descrip- 
tion given of it. Its pyramidal roof was divided by colonnettes, 
and supported upon marble columns, whose capitals were elabo- 
rately sculptured with little angels, leaves, branches, and blimbing 
serpents, and rich, deeply-cut ornament. The artist's name was 
inscribed upon each capital, with descriptive and highly laudatory 
verses.^ The ciborium at San Nicol6, which was erected by the 

Anjou's time. The bas-relief over this portal, of the Madonna and Child, with 
Saints Peter and Paul and a kneeling donator, has been too much whitewashed 
to allow of any judgment upon its original merits. It is inscribed with the name 
of * M. Simon de Rac . . . (perhaps Ragusa), qui fecit hoc opus ad honorem Sancti 
Michaelis Archangeli.' The bas-reliefs of Scripture scenes and personages upon 
the capitals of the columns of the adjoining baptistery, which are also of tho 
thirteenth century, are excessively rude. 

* Bisantius is evidently a patronymic. The bishop is said to have decorated the 
duomo with 500 large and 200 small columns brought from Paros for the purpose 
(UghelH, op. cit, vol. vii. p. 603). 

* The duomo was consecrated October 28, 1035. Archbishop Elias (a.d. 1091) 
discovered the bones of St. Sabinus under the old altar, where they had been con- 
cealed for 240 years. According to a tradition mentioned by Ughelli, these relics 
were brought to Bari by Archbishop Angelarius, Bishop of Canosa, a.d. 850. 

' Bari, called Baptov by Strabo, and by Pliny {Hist, Nat, iii. 11), Barrium 
and Barretum, was tho chief city of Apulia in 1087 (vide Chr. Protosp., Muratori, 
Scrip. Her. lial. vol. v.). Horace thus mentions Bari and the road leading to it 
in the account of his journey to Brindisi — 

* Via pejor ad usque 
Ban moenia piscosi.' — Sat. i. v. 97.- 

^ The following inscriptions are given by Ughelli {pp. cit. vii. 603)^ 

1st column's capital : * Summi sculptoris Alfani deztra perita 

Angelicas species marmore fecit ista.' 
2nd „ „ * Ascendit ramos is tamen vipera quaeque, 

Ut dignum clament Alfanum versibus ©que.' 
3rd „ „ * Alfanus civis me sculpsit Thermolitanus ; 

Cujus, qua laudor, sit benedicta manus.' 
4th „ „ ' Viribus Alfanus studuit quod sculpere (sic) totis 

Effrcm legavit, eomplexit cum nepotis.' 
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Abbot Eustachius early in the twelfth century, differs from it only ciborium 
in the designs sculptured upon the capitals of the columns, which Nicoi6. 
consist of angels with large heads, small bodies, and pointed wings, 1123. 
kneeling upon long drooping leaves, whose structure is marked by 
deep-cut lines (see Plate 1, No. 2), and of eagles, rams' heads, and 
leaf-work. What strikes us most in this Apulian marble-work is 
its firm, decided character, and we are led to observe that the 
artist, though apparently ignorant of the first principles of form, 
deals as boldly with the human figure as he does with the leaves 
and animals which he has studied from nature. So peculiar a 
sanctity was given to this church by the relics of St. Nicholas, 
that it was selected for the coronation of the kings of Sicily 
and Italy, one of whom. King Roger JL, is represented upon a 1131. 
niello plate set into the middle of the arch of this ciborium, receivr 
ing his crown from the antipope Anacletus.^ This St. Nicholas, San Ni- 
who was Bishop of Myra in Lycia, was one of the Church Fathers 326.' 
who condemned the Arian heresy at the Council of Nice, and espe- 
cially renowned as a destroyer of heathen temples and idols. His 
bones, from which flowed a healing oil of miraculous power, remained 
at Myra until the latter part of the eleventh century, when some 
merchants of Bari, trading at Antioch, succeeded in obtaining 
possession of them, and brought them back in triumph to their May 9, 
native city, where this splendid church was immediately founded 
in honour of the saint. The relics were deposited in the vast 
crypt^ whose vaulted roof rests upon twenty -four columns with rich 
Byzantine capitals, decorated with carved leaf- work, lions' heads, 
and a great variety of sharp, clear-cut ornament. Hardly had the 

The same writer tells us that Archbishop Nicolaus belonged to the noble Effrem 
family, which was of Greek origin, that he was made Archbishop of Bari in 1035, 
and died in 1062 on the 27th of April. 

1 Schultz (op. cit p. 42) quotes an inscription in the duomo which records the 
coronation of King Roger by Pope Anacletus, a.d. mcxxxi. This king assumed 
the pompous device, * Appulus et Calaber, Siculus mihi servit et Afer ; ' and in a 
document quoted by Falco of Beneventum he styles himself, * Dei gratill Siciliaa et 
Italiaa rex, Christianorum adjutor et clypoDus ' (Cantu, St derjli Italiani^ ii. 393). 
Despite this inscription, Giannone (op. cit, lib. xl. ch. iv.) absolutely denies that 
the Norman or Suabian kings were crowned elsewhere than at Palermo. Beatillo 
{Sioria di Bari, ch. xx.) says that Henry VI. and his wife Constance were crowned 
here and Manfi^d who carried off the rich ornaments used at the ceremony. 

* Bari, che a' suoi regi albergo scelse 
Fortuna, e die corona e insegne excelse.' — Tasso. 
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X097. building been roofed in, when it became the scene of a great Church 
council, held by Pope Urban II. to denounce the errors of the 
Greek Church, at which Anselmus, Archbishop of Canterbury, and 
one hundred and eighty-five bishops assisted ; * and in commemora- 
tion of this important event its founder Archbishop Elias caused 
The cat- tbc marble cattedra to be made, which in memory of the long occu- 
^®^^ pation of Bari by the Saracens in the ninth century, is supported by 
two wild, grotesque-looking Arab prisoners kneeling on one knee, 
and by a short standing figure of a man with a staff in his hand, 
and a conical cap upon his head. Its back rests upon a lion holding 
a man's head in his paws,^ and lions' heads are introduced below 
the foot slab, which like the other slabs and panels of the sides 
and back of the chair, is adorned with ornaments of elegant design. 
(See Plate 2, No. 1.) 
Facade The fa9ade and portal sculptures of this church consist of bas- 

•rai^S^. reliefs of Samson and the lion, and other Bible subjects ; of lions 
and syrens, vines and arabesques, a centaur, a man carrying a hare, 
and of beasts of difierent kinds encircled by winding lines which 
spring from vases ; a sphinx sits above the gable of the &9ade, and 
bulls standing upon consoles are placed below the cornices, while 
two flying angels of a strongly Byzantine character fill up the 
spandrils of the portal arch. 
The duomo The auimals are by no means so well sculptured or so numerous 
1093?^'^ as those upon the fa9ade of the cathedral at Troja,^ which was 
commenced, soon after the churches at Bari, by Bishop Gerardus, 
Thefa^e. and Completed by Bishop Guglielmus II.* Its fa9ade is certainly 

* The discourse of Anselmus at the council is contained in his work entitled 
Be Processione Spinius Sanctis contra Qrcecos (Ricci, op. cit i. 477, nota 10). 

* This ornament, introduced later into the monument of Frederic II, at Palermo, 
is supposed by M. Villemain (Meni. Ined, vol. i.) to be a souvenir of the throne 
of Solomon. 

* Troja, twelve miles from Foggia, was founded in 1008 or 1013 by Bubagnanus, 
a Greek captain, on the site of the ancient CEclana (Eclannm). M. de Br^holles 
{Recherches su/r les Mmiuments et VHisioire des Normaiuls et de la maison de Smtabe^ 
Paris, 1844, p. 36, not. 7) says : Date of foundation uncertain ; but frt)m a passage 
in the inscription on the bronze gates of the duomo, it is supposed to have taken 
place in 1019. 

^ A notice of Guglielmus II., Bishop of Troja, will be found in the Chr. Falc. 
Benev., Muratori, Script, Ber, Ital. v. 116. It was he who, in 1133, headed the 
procession of clergy who, dressed in white as penitents, went out to meet King 
Roger when, after devastating Apulia, that monarch threatened to destroy Troja, 
which had resisted bis authority. * Rex autem ipse furibundus civitatom ingressus 
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the most bizarre of all Apulian fa9ades, for not only is it peopled 
with all created things, but its surface glows with yellow and 
green stones, after the fashion of the Sicilian churches, uniting 
the sharp-cut, clear-lined sculpture of the East with the poly- 
chromatic decoration of the Saracens. It is divided into two parts 
by a cornice, richly carved with heads of men, lions and leaf-work. 
In the upper one is placed a great wheel window, encircled with a 
row of rudely-sculptured beasts, and surmounted by the figure of a 
man seated upon the back of a nondescript animal. Oxen, elephants, 
porcupines and apes protrude from the wall on each side. Four 
columns, with lions above their capitals and at their bases, support 
a plain round arch above the window, and six smaller arches, \yith 
dentellated archivolts and leaf-work capitals, are set against the 
wall in the lower portion of the fa9ade, on either side of the great 
central arch over the portal. The slabs of marble which decorate 
the central arch are covered with Arabic ornament, and the reliefs 
on the architrave are composed of rudely-chiselled figures, of a 
Byzantine type, representing Christ enthroned between the Virgin 
and St. John, SS. Secundinus^ and Eleutherius, and the symbols of 
the Evangelists in medallions ; while in the lunette of one of the 
lateral doors, whose side-posts and architrave are sculptured with 
ornament, is a bas-relief of Christ treading on the lion and the 
dragon, with two rudely-carved angels of a Byzantine type. The Sculptures 
varied and elaborate capitals of the many columns, which divide interior. 
the nave firom the side aisles, furnish another example of rudely- 
chiselled heads surrounded by rich and tasteful ornaments, whose 

. . . oculis 'ardentibus processionem illam destruxit. Nolo, inquit, nolo bujus- 
modi gloriam, sed, vita oomite, omnes destruam et omnes exsnlabo ' (p. 137). Tbere 
is a mention of tbe deatb of Duke Rainulpbns, a.d. 1139, and of bis burial in the 
duomo amidst tbe tears and lamentations of Bisbop Guglielmus and bis clergy. 
Again Roger appeared before tbe city, and i^ain tbe bisbop endeavoured to turn bis 
wratb, but in vain. The king forced them to exhume tbe body of their beloved duke, 
whom he stigmatised as a traitor, and to drag it, with a rope round the neck, 
^ usque ad Carbonarium, foris civitatem, ubi stagneum lecteum putridumque inerat, 
Ducis ipsius suffocaverunt cadaver.' Note 56 describes tbe place where tbe body 
was thrown as a receptacle for all sorts of filth. The inscription on the great door 
of tbe duomo says that Bisbop Guglielmus * a proprio ecclesiae ©rario ipsam 
quoque fabricam k fondamentis fere erexit.' 

' St. Secundinus Melius (Ughelli, op, cit, i. 1336 et seq.) one of the saints 
buried in the duomo ; his body was found when the foundation of tbe duomo was 
laid ; his life has been written by Gauferius Cassinensis qui floruit a.d. 1060, temp. 
Desiderii Abbatis Cassinensis. 

D 
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patterns are intricate but never confused in line. On the right- 
The pulpit, hand side of the nave stands an oblong pulpit of the twelfth century, 
decorated with deep-cut, flat-surfiiced ornament, and supported by 
colunms whose capitals are divided by volutes, upon one of which 
sits a bearded figure with broad nose and long hair. The raised- 
work is gilded and relieved against a green background. An eagle 
with spread wings, holding a beast in his talons, and standing upon 
a human head supported on a colonnette, occupies the centre of 
the front of this pulpit under the reading-desk, and on the end 
towards the high altar is a very curious bas-relief of a lion, with 
foliated body, curling hair, and staring eyes, who while tearing 
a sheep to pieces, is himself seized by a sort of tiger-cat, which 
has mounted on his back and fixed his teeth in his flank.^ (See 
Plate 1, No. 1.) 

The churches of the twelfth century bear as strong marks of 
Byzantine influence, as those of the eleventh of which we have been 
TheDuomo Speaking. In the crypt of the cathedral at Otranto, for instance. 
About some of the capitals of the columns are carved with patterns exactly 
A.D. 1160. ]i^Q those of St. Sophia at Constantinople. So also at San Giovanni 
vanniin in Vcncre,^ near Lanciano, the three figures in alto-relief of our 
Abour Lord, the Madonna, and St. John, which fill the Moorish arch 
A.D. 1200. oyer the great portal,^ are Byzantine in their forms and draperies, 
as is the nimbus about our Lord's head, and the ornament upon 
the cattedra on which He sits. Some of the leaves and ornaments 
carved upon the capitals of the columns and pilasters which flank 
this portal are antique in character, while the bas-reliefs beyond 
them are freer and less conventional than the lunette sculptures, 
and would therefore seem to be Italian works of a later date. 
Though not devoid of expression nor ill draped, the figures are ill- 
proportioned, the faces are marked by high cheek-bones, the eyes 
are large, and the hair is formally arranged. The upper relief of 
the left-hand series represents two peacocks drinking from a vase (a 

* This pulpit was removed to the duomo from the church of St. Basilio. lis 
inscription is to this effect : * Anno D°* Incamationis mclxvii. regni vero 1)"* 
BRI.W Dei gratiH Siciliee et ItalisB regis magnifici olim regis W Filii Anno nil. 
Mense Mai ii. Factum est hoc opus.' 

* It derives its name from a temple dedicated to Venus Conciliatrix, whose site 
it occupies. Although traditionally said to have been founded under Justinian, it 
was really commenced in the twelfth century by the abbot. 

^ Abbot Raynaldus, who built this poi'tal, died February 19, A.D. 1204. 
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common representation in early Christian sculptures) ; and that in 
the corresponding panel below, two griffins with a kneeling figure 
between them. St. John the Baptist, attended by a youth, figures 
with two other saints in one of the upper panels, while in the lower 
Mary and Elizabeth meet beforei a little temple, which stands below 
a series of pointed arches separated by towers, perhaps meant to 
indicate those of Jerusalem. The upper panel of the corresponding 
series is enriched with an arabesque ornament, and with a relief of 
two men firing arrows at a bird. Moses with the Tablets of the 
Law and Jonah, represented in the next relief, are both typical of 
the Old Dispensation, while St. John the Baptist with the Madonna 
and Child are typical of the New. Below is another series, in 
which Daniel is seen praying between two lions, and Zacharias, 
with a censer in his hand, listens to an angel who announces to 
him the birth of St. John the Baptist. 

Standing in the quiet country, out of the reach of those jarring 
sights and sounds which mar the efiect of the noblest building in 
the midst of a busy town, this church is peculiarly impressive. No 
profane hands have restored and re-decorated it ; all is as it was 
centuries ago, save those scars and rents which time has made in 
roof and parapet. All surrounding objects are in harmony with it, 
and that past of which we catch but a faint echo at Bari, Trani, 
and Troja, here speaks to us plmnly. The sturdy oaks which 
shelter the venerable building are like those which first saw its 
towers rise heavenward; and the sea which stretches in blue im- 
mensity below the hill on which it stands, is the same Adriatic 
that broke upon the coast when the first stone of its now crumbling 
walls was set in its appointed place. 

If on leaving San Giovanni in Venere we travel northward to 
Chieti, and then inland towards the snow-capped peaks of Monte 
Majella, we shall find nearly at its base a mountain valley, in which 
stands one of the most isolated, most ancient, and most interesting San cie- 
churches in this part of Italy.* Until the middle of the ninth cTa^a. 
century its site was occupied by a small church dedicated to St. Ciwa 
Quirinus, which the Emperor Louis II. caused to be pulled down, 

1 San Clemente a Casanria. All the circnmstances of its foundation are related 
in the Ghr. Oascmriense (Mnratori, Script Ber, It vol. ii. pp. 769-780). It is in. 
the commune of Castiglione, olim * alia Poscara,' near a little town called Tor do** 
Passeri, and can be reached cither from Popoli or Chieti. 

d2 
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in order to erect upon it a church and monastery. The buildings 
Aj). 872. were already far advanced when the emperor having succeeded 
jerop ' in obtaining the body of St. Clement from Pope Hadrian III., 
bri^the journeyed from Rome with a crowd of priests and devotees to 
^^1^^ escort the holy relic to its new resting-place in his abbey church, 
R^me^™ which he determined to dedicate to the saint as well as to the Holy 
Trinity.^ When the procession reached the bank of the river 
Pescara it was found to be impassable, for swollen by recent rains 
it had swept away the bridge, and was bearing down huge rocks 
in its impetuous current. While the monks stood sin^g psalms 
and canticles upon the bank, the emperor ordered the body of St. 
Clement to be placed on the back of a mule, and striking the beast 
with his hand, cried with a loud voice, * Let Clement guide you,' 
and lo ! the tumultuous waves became like rocks under the mule's 
feet, and the precious burden was conveyed unharmed to the shore 
of the island.* It was then deposited in the church, and the em- 
peror having appointed Romanus to be its first abbot, presented 
him with his own sceptre, to be borne in lieu of a crozier by him 
and his successors. 

Three times plundered by the Saracens in the course of the first 
Additions two centurfes after its foundation, the church was restored early in the 
BtoratioDB, twelfth ccutury by the Abbot Grimoaldus, who constructed the crj^pt 
^^* ' and adorned it with paintings, and was almost completely rebuilt by 
A.D. 1176. the Abbot Leonas' about sixty years later on a much more magnifi- 

' Pope Clement was the third saccessor of St. Peter. He was drowned in the 
Chersonesufl during the reign of Trajan. 

* * Dixit, et imposuit sanctissima membra jnmenti 

Unius in dorso : Te Clemens dirigat inqoit ; 
Percutiensque manu leviori, spinea linqnit. 
Intrat, et extemplo flnctos sese cohibentes 
Et nomen Domini, Sanctiqne sui metnentes. 
Sub pedibus muli quasi saxum dirig^erunt 
Et sanctum corpus pede sicco transposuerunt.' 

Chr. Cap. Metrical Hist. op. Muratori, Scrip, Ber. It, ii. 788. 

' * Hoc templum primo Ludovicus struxit ab imo, 

Abbas quod clare Leonas cupiens renovare 
Cum voto magno domini ^mdavit in anno 
Milleno seno centeno septuageno.* — Muratori, ut swpra. 

The Emperor Louis II., St. Clement, the Abbot Leonas, and his successor the 
Abbot Joel, were represented in bronze upon the panels of the now almost entirely 
dilapidated doors of the church. These doors, which must have been cast at the 
end of the twelfth century, were made of wood, upon which bronze plates were 
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cent scale. He added to it the chapels of St. Michael, St. Thomas 
of Canterbury, and the Holy Cross, erected the fa^de, and built 
the narthex or portico .supported upon columns with Byzantine 
capitals. The two round arched lateral portals have alto-reliefs PortAi 
of the Madonna and the Archangel Michael in their lunettes,* but ^ ^ ^*'' 
that in the centre, which is much larger, greatly surpasses them in 
the richness of it« decorations. In its lunette St. Clement' appears 
seated upon a throne, holding the imperial sceptre in his left hand, 
and attended by a deacon and a sub-deacon, to whom Abbot Leonas 
reverentially kneeling offers a model of the restored church.^ The 
archivolt of the arch is adorned with leaf- work, and the frieze is richly 
sculptured with human figures, dragons, syrens, and leaif-work. . 

But the most interesting sculptures are the Italo-Byzantine 
reliefs upon the broad architrave, which illustrate the history of the 
building. (See Plate III. No. 1.) At one end, near a gate upon 
which is inscribed Roma, sits Pope Hadrian in the act of giving the 
' cassa ' containing the holy relics to Louis II., who kneels to receive 
them;* in the middle, the monks Celsus and Beatus issue from the 
doors of the church to receive the emperor, who, attended by Count 
Sippo holding a drawn sword in token of his master's sovereignty, 
stands with his hand .on the back of the mule stiU charged .with 
his precious burden. Further on the emperor seated on a throne 
under which flows the river Pescara, and attended by Count Heri- 
baldus, gives his sceptre to the Abbot Romanus,^ and purchases the 
island (which is figured by an oblong piece of flat stone covered 
with flowers) from Sisenandus.* The flat spaces on either side of 

festened with nails after the old Ghreek fashion. They were divided into twelve 
rows by horizontal and vertical bands, each containing twelve panels, adorned with 
the above-mentioned portraits, and with lions' heads, griffins, crosses, moons, stars, 
Ac. (Schnltz, op, cit ii. 23-82). 

1 K Suscipe, Sancte Clemens, tibi regia templa parata 

Retribuens coelo Leonati regna beata.' — Moratori, ut supra. 
' ' Caesaris ad votom Clementem confero totnm. 

Ecce, pater patriea, magnnm tibi confero mnnns, 

Clementis corpus : ta sacrum suscipe funus.' 

Chr. Cap. Metrical Hist. cqp. Muratori, Scrip. Ber. It ii. 788. 
' ' Romanus Abbas primus 

Sceptro firmamus ; regimen tibi sume rogamus.' — Muratori, ut supra, 
* ' Caasar, vestra sit hsBC insula Piscarie ; 

Damns vobis omne jus nostrum de hac insula. 

Insula Piscarie, qu© nostri juris habetur libera, 

Perpetua tua, Csssar, jure vocatur.* — ^Muratori, tU supra. 
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the door are enriched with rudely-sculptured reliefs of royal per- 
sonages. Though ill drawn, clumsily proportioned, and stiff in 
action, these sculptures harmonise well with the massive character 
of the Romanesque architecture, seeming a parasitical stone growth 
not to be judged by conmion rules of criticism. 

Interior of Amoug the interesting objects inside the church are the sarcopha- 
' gus under the high altar, which contains the bones of St. Clement;* 
the terra-cotta ciborium above it, adorned with the symbols of the 
evangelists, a relief of the Madonna, some fantastic birds, and a 
repetition of the historical bas-relief upon the architrave of the great 
portal; the paschal candlestick, a round shaft of marble with a 
Byzantine capital of remarkable elegance, surmounted by a number 
of colonnettes clustered about a central column (see Plate III. 
No. ^); and the pulpit, which rests upon columns with carved 
capitals, and is adorned with panels filled with a flat-surfaced leaf 
ornament sculptured with surprising boldness. (See Plate III. 
No. 2.) The inscription upon it, which is addressed to the offi- 
ciating priest, tells him not to let his voice be an empty sound, 
and warns him that he greatly deceives himself who does ill and 
sings well.^ 

The cattedra in the duomo at Canosa is inscribed with verses 
of a like character, admonishing the bishop if he would hereafter 

J^^^' gain an eternal throne, to be that which he would seem to be, to 
make his actions tally with his words, so that while giving light to 

A.D. 1080. others he may not himself sit in darkness.® This cattedra,^ which 
was made by a sculptor named Romoaldus for Urso the Archbishop 
of Bari and Canosa, rests upon the shoulders of two richly-caparai- 
soned elephants of an heraldic type. Leaf ornaments, inscriptions, 
and geometrical patterns are sculptured upon its pointed Gothic 

1 * Mariiris ossa jacent hac tmuba sacra Clementis, 

Hie Pauli decus est, et Petri jura tenentis.' 

3 * Hie qui magna canis, fac, ne tua vox sit inanis ; 

Multum se fallit mala qui fecit et bona psallit.' 

3 * PraBsul ut 89tema posthac potiare cathedra, 

Quod vox exterius, res ferat interius. 
Quod geris in specie, da ( ?), gestes lumen ut in re (?), 
Lumen cum preestas, lumine ne careas. 

* The style of the cattedra and the use of Leonine veraes in the inscription 
make it probable that the Urso mentioned in the inscription was the Bishop of the 
eleventh century, and not him of the seventh, who was also Bishop of Canosa 
(M. de BrchoUes, op. cit p. 42). 
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back and side posts; sphinxes and griffins upon its side panels; 
eagles with red painted wings and tails upon the slab below the 
seat; and bearded heads upon the end of the front slab. The 
pulpit in the nave is decorated in a style which resembles old The pulpit. 
Latin sculpture at Ravenna and Rome. The capitals of its four 
octagonal columns are sculptured with simple leaf-work, and its 
reading-desk is held up by an eagle standing on a human head.^ 
Adjoining this church, which was founded at Canosa by the 
Norman hero Bohemund on his first return to Italy from the East,^ a.d. iioi. 
stands the Grave chapel which was erected to his memory by his mund. 
mother Alberada, whom Robert Guiscard repudiated under pre- 
tence of consanguinity, in order to marry Sigelgaita, the daughter of 
Guaimalchus, Duke of Salerno,^ This ambitious and unscrupulous 
woman on becoming the mother of a son, determined that he should 
inherit the kingdom, and in order to compass her end caused poison 
to be given to Bohemund by her emissaries at Salerno. When the 
news of his serious illness reached Robert Guiscard, he divining the 
truth, appeared before his wife with a solemn face, and said to her, 
' Is my lord Bohemund alive?' to which she answered, ^ Thy servant 
knoweth not.' Then taking his sword, and laying his hand on the 
Holy Book, he said, ^ I swear by this holy gospel, Sigelgaita, to 
kill you with this sword if my son die of this disease.' Sure that 
he would keep his word, the guilty step-mother dispatched a mes- 
senger with an antidote, * which,' says the chronicler,"^ ' by the help 
of God, who had decreed to put down Turks and Infidels, the 
enemies of the Christian faith, through Bohemund, saved his life, 

' * P. jnssionem D'ni mei.* Guitbertus Venus. P.B.R. * Ego Acceptns Archi- 
Diac. feci hoc opus.' 

* Canosa, an ancient Greek colony called Kai d<rior, is said to have been founded 
by Diomed ; hence the name of Porta Diomedis given to one of its gates, and of 
Campus Diomedis bestowed upon the surrounding country. Its walls gave shelter 
to many ftigitives jfrom the battle-field of Cannas after Hannibars great victory 
over the Romans, B.C. 216. Both Greek and Oscan were spoken there in the days 
of Horace, whence the epithet of bilingual which he applies to the inhabitants 
(Ser. I. Sat. x. 30). He noted it in his way to Brindisi, and found the bread 
stony and water scarce (Ser. i. Sat, v. 91). St. Sabinus, patron saint of Canosa, 
to whom the duomo was dedicated in 1101 by Pope Paschal IH., was Bishop of 
Canosa in the sixth century. 

' Chr. L. Protospat. Rer. in Reg. Neap. gest. ab anno sal. 860 usque ad 1102 
(Mur. 8c. Ber. It. v. 47). 

* Orderici Vitalis Uticensis Monach. Ecc. Hist, apud Duchesne, Ilist. Nov, Script. 
Ant, vii. 644. 
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though the paleness of his complexion bore witness ever after to the 
AD^io86 ^^^^* ^^ *^^ poison. Baulked in her attempt, Sigelgaita intrigued 
so successfully for her son Roger that on his father's death Bohe- 
mund found himself disinherited, and was obliged while waiting for 
an opportunity of winning a new realm in the East to content him- 
self with the principality of Tarentum. Not long after, when Duke 
A.D. 1096. Roger was besieging Amalfi which had revolted against him, Bohe- 
mund who was in the camp, heard that an army of Crusaders 
was passing through Italy on its way to Palestine.^ Determined 
to follow in their wake, he feigned enthusiasm for the redemption of 
the Holy Sepulchre, and having won five hundred Norman knights 
to his standard, he fastened crosses upon their shoulders made out 
of the strips of two rich vestments which he ordered to be cut up 
for the purpose. Crowds of followers flocked from Apulia, Calabria, 
and Sicily, to join him, and his preparations were so rapid that in a 
few days he was able to embark from Reggio with an army of thirty 
thousand men. 

Unable to induce Godefroy de Bouillon to join him in attacking 

the Greek emperor Alexis Comnenus, as that wily sovereign had 

already persuaded Godefroy to acknowledge him as his suzerain, 

Bohemund also swore fealty to Alexis, who in return for the promise 

of the Crusading chiefs to hold their conquests in his name, bound 

himself to aid them by every means in his power. There is no 

doubt that the secret intentions of Bohemund were well known at 

the Greek court, as the Princess Anna Comnena, the daughter of 

The Alexis and the Empress Irene, tells us in her ' Alexiad ' that the 

Holy War was but a pretext under cover of which Bohemund 

designed to attack and make himself master of Constantinople.^ 

The Prin. That this young girl of only fourteen years of age closely studied 

Comnena'a and greatly admired her father's formidable guest, may be judged 

Ek>hemund. from the following miuutc portrait which she drew of hiin : ^ Neither 

the empire nor any foreign country has produced in our century a 

man comparable to him. His presence dazzled the eyes as much as 

his reputation astonished the mind. Taller than the tallest man, he 

was narrow in the belly and hips, and broad in the back and 

^ Before the spring of 1096, more than 300,000 persons had joined the crusade 
(H. Martin, Hist, de France^ iii. 165). 

* "Ayi'ijc TiiQ Ko/iviyy^c irop^vpoytvviiTov KaifraptfftrrjQ 'AXef/ac {Bib, des CroUades^ 
torn. IX. iii* partio, Michand, Esctraifs des hisfon'evs grecs). 
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stomach. His arms were strong and robust, his figure neither fat 
nor thin, his hands large and full, and his feet firm and solid. He 
was a little bent — by habit rather than by nature. His complexion 
was an agreeable mixture of red and white. His fair hair fell below 
his ears, but did not flow upon his shoulders after the fashion of 
the barbarians. His eyes were blue, and their expression angry 
and proud. His nostrils were widely distended, for as his stomach 
was broad and his heart large, he needed to inhale a great deal of 
air in order to moderate the heat of his body. When in good 
humour his appearance was somewhat sweet and charming, but his 
great height and proud glance produced a savage and terrible effect. 
His laugh was as terrible as the anger of others. Quick-witted and 
cunning, he spoke much to the purpose, and was never at a loss 
for an answer to any question which was addressed to him. Alexis 
alone surpassed him in fortune, in mind, and in eloquence.' ^ 

To us he seems to have also surpassed him in cunning. He The Em- 
was a man who promised largely and kept his word to the ear only. Alexis. 
The troops which he offered he really sent to Nicea, but whilst the 
Christians pressed the siege, Alexis by secret negotiations made him- 
self master of the city, and thus robbed them of the fruits of their 
valour. The money which he offered to the Christian troops en- 
camped around Constantinople he gave, but while doing so he knew 
that as he had the monopoly of all the necessaries of life it must 
return to him again.^ 

After remaining a whole year at Constantinople, the Crusaders 
began their march through Asia Minor towards Syria and Palestine, 
and won the battle of Doryclea, thanks to the opportune arrival of 
Godefroy de Bouillon and his soldiers when Bohemund's division 
was well-nigh spent, after fighting for five hours against the in- 
numerable Turkish host. They then sat down before Antioch, 
which they entered^ after a seven months' siege, through the J"ne3. 
treachery of Pirro, the Armenian, 

Quel che fo il lodato inganno, 
Dando Antiocliia presa a Boamondo.^ 



' Bib, dea Croisades, torn. ix. iii« partie, Michaud, Extraits des Imtorlem grecs, 
pp. 385-401. 

* Michaud, Hist, des Craisades, i. 150. 

' Chr. L. ProtospatcB, Muratori, Scrip. Bet, Ital. vol. v.. 

^ Qerusalemmc Liberala^ vii. Ixvii, 
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Boherouud, Bohcmund, saluted Prince of Antioch, now be^an to realise his 

Prince of ' , '^ . ' ^ i i i 

Antioch. golden dreams of Oriental sovereignty, but not until he had defeated 
an army of two hundred thousand Turks who besieged the city, did 
he feel himself really master of his long-coveted prize. It soon, 
however, slipped fix)m his grasp, for as if to punish him for violating 
the oath which bound him never to forsake the Crusaders till they 
HoaUowa had wou the Holy Sepulchre from Infidel hands, his fortunes 
sadera to changed from the moment when he allowed them to depart without 

march %• tj • 

without nim. Ills 

him. Cupido ingegno, 

Cb' air nmane grandezze intento aspirava,' 

July 15, bound him to Antioch, and Jerusalem was taken without his aid. 

AD 1 099 

His im- Then followed his capture by the Emir Damisman at Melitoea, and 
S[«r' ^ fo«r years* imprisonment in a Turkish dungeon ;« his defeat 
before Carrhes, and flight; his return to Europe to raise fresh troops 
— nominally for a new crusade, but secretly with the hope of com- 
passing the conquest of Constantinople. Justified by the permission 
He goes to of Pope Paschal II. he went to France to fulfil the vow which 
he had made in prison to lay his chains upon the altar of St. 
Leonard at Limoges, and contracted an alliance with King Philip I., 
to whose daughter Constance he was married at Chartres. Standing 
upon the steps of the altar, after the conclusion of the marriage 
ceremony, he preached a new Crusade, and promised ^castles, cities, 
and rich possessions in Asia' to all who would join in it.® Here 
and at Poitiers, where he repeated his appeal, knights and barons 
He returns flockcd to his Standard in such numbers, that he returned to the 
East. East with an army of forty-five thousand men. With these he 
laid siege to Durazzo, which had been fortified by the Emperor 
Alexis, but the intrigues of the wily Greek soon caused such 
division in the Christian camp, that Bohemund, baffled and 
A.D. 1108. hard pressed, was forced to conclude a disgraceful peace. Once 
more he became the guest of Alexis, who flattered him with 
the title of Sebastos^ and gave him a revenue ; but his restless 
spirit knew no repose ; again he returned to Apulia with his 

' Qeruscd&m/me Liherata, i. ix. 

^ According to one account, Bohemnnd owed his escape from prison to the love 
of Melaz (om-el-Az), the Emir's daughter ; but the more probable story is that 
related by Baoul de Caen of his ransom by the inhabitants of Antioch (M. de 
Br^hoUes, op, cit, p. 19). 

' H. Martin, op. cit, iii. 204. 
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wife and child, and died there when on the point of re-embarking ^»^>n 
for the East. 

The Grave chapel at Canosa in which he wdQ buried Js sur-r h^"/^ 
mounted' by an octagonal drum, pierced by round-headed windows. *V^^[*^® 
A series of pilasters, spanned by round arches whose capitals are 
carved with small heads and leaf-work, are set around the outer 
wall, and the interior is plain, with the exception of an altar niche 
towards the East. The doorway is closed by bronze gates decorated 
with niello- work, cast by a certain Roger from Amalfi, a slavish 
imitator of Byzantine art, who appears by the inscription which 
records his name to have at the same time made a candelabrum for 
the chapel.^ Discs filled with Arabic ornament are engraved in the 
upper panels of both valves ; and in the two lower of that to the 
right are several figures kneeling and standing, in the style conmion 
to Byzantine manuscripts.* (Se^e Plate lY.) A lion's head in; . 
relief,; with a ring peiidant fix)m its jaws, occupies the lower panel 
to tfie left, and Latin inscriptions conuuemorative of Bohemund's^ 
exploits and virtues are incised upon both valves.^ 

« » 

> * Sancti Sabini Canusii Bogcrie Melfie Campananun fecit januas et candola- 
brnm.' M. de Br6holles {Monu. Ac. op, cit, p, 5) says that some Roman emigrants 
landed at the mouth of the River Molfa at abdnt b:C. 340, and founded Mclfi; 
afterwards called Scala, and finally Amalfi. ' At p. 20* he says the use of the namd 
of Amalfi was not common for a long, time. . Early texts give that of MaUa .or. 
Malfia. The word ' Campanise * was' added in the inscription to distinguish it from 
Melfi in PugKa. 

* Schultz, op. cU, i. 61, note 2, says these figures are Moses Q.nd Elias ; and th(^ 
three youths of the fiery furnace, Meschach, Shadrach, and Abcdnego. Pratili, 
Be Via Appia^ s. 624, says they represent Bohemund, his son, and brother. 

' L *' ITnd^ Boamundus, quanti fuerit Boamundus 

Gr89cia testatur, Syria dinumerat. 

Hanc expugnavit, illam.protexit ab hoste; 
Hinc rident Grsaoi^ Syria, damna tua. 

Quod GrsDcns ridet, quod Syrus luget uterque 
Juste, vera tibi sit, Boamunde, salus.' . . 

n. * Vicit opes regum Boamundus opusque potontum 
Et meruit dici nomine jure suo : 
Intonuit terris. Cni cum suocumberet orbis, * 

Non hominem possum dicere, nolo deum.' 

in. * Qui vivens studuit ut pro Chrisio moreretur, 
Promeruit, quod ei morienti vita daretur. 
Hoc ergo Christi dementia conferat isti, 
Mih'tet ut cselis suus hie athleta fidelis.' 

rV. * Intrans ceme fores ; videas quod scribitur ; ores 
Ut caelo detur Boemundus ibiquo locetur.* 

b2 
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It^T^'Sr -A^bout thirty years after this chapel was buUt, a magnificent 

A.D. 1143. church was commenced at Trani/ dedicated to St. Nicholas the 
Pilgrim/^ Both in structure and ornament it is a striking example 
of the many ^-foreign influences which ' acted . upon Apulian art. 

Mixture of Its plain, massive walls are Norman : one of the windows in 
the bell tower ^ and portions of the ornament are Arabic; its 
ground-plan' is that of the triple- naved Roman basilica; its bronze 
gates are Italo-Byzantine; and its double-arched portal, with its 

i^«n*n«fl- slender columns and sculptured pilasters resting on human fi^^ures, 

que portal, , . , *^ ^ . ' ^ ^^ 

ite sculp, like the Arab prisoners of the cattedra at Ban, is a first-rate 
example of the * Romanesque style. The' flat spaces between the 
winding lines of the ornament upon th6 archivolt are filled with 
sphinxes, centaurs," dogs,* and fantastic animals, among whom may 
be seen a curious creature with the head of a devil, the body and 
legs of a'horse,^and the arms of a man, who is striking with a 
hatchet at a sort of tiger-cat, who has" seized his fish's tail in his 
teeth. (See Plate V. No. 2.) - These sculptures are kept within 
the level of the mouldings, flat-surfaced, full of life and action, and 
well proportioned. The same cleverness in combining figures with 
ornament marks the Scripture subjects of Jacobus Dream, the Sacri- 
fice of Isaac, &c. &c. carved outside the door-posts on the left 
hand, but the figures are much less justly proportioned. Their 
faces are broad, their hair is sharply marked, the folds of their 
draperies are hard and deeply cut but well indicated and arranged. 
Elephants with small columns on their backs, a griffin holding a 

* . • . t TijTiien^g fecit ; Trajanns reparavit ; 

. Ergo mihi Tranum nomen uterque dedit.' 

Despite this MediaBval inscription, Trani is not of as high antiquity as other cities 
of Apulia. In 980 it was called Trana. Under the Normans the city flourished 
greatly, because the chief port of embarkation for the crusaders. Under the 
Angiovine kings it was the great centre of traffic with the East. It was erected 
into an archbishopric in 1071. 

* Date of foundation uncertain, dedicated in 1143, but not then finished, as is 
proved by the mil of a woman of Trani named Rosa, dated 1163, which directed 
that in case of the death of her children a third of her property should be given 
to aid in its construction. The Saint Nicholas to whom it is dedicated was a 
Greek pilgrim, who died at Trani in consequence of rough usage, a.d. 1094. 
Persuaded of his sanctity by the wounds which appeared upon his corpse. Arch- 
bishop Bizantius of Trani caused him to be made a saint by Pope Urban 11. This 
archbishop began the cathedral which was consecrated under his successor, 
Byzantius IP. Like most Apulian churches, it is a pure basilica. 

' This campanile was built by Nicolaus, sacerdos and protomagister, a name 
also inscribed upon the pulpit in the duorao at Bitonto. 
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human figure in his claws, bulls, &c. &;c. protrude from the upper 
part of the la9ade, and are disposed about its richly-adorned 
windows. 

Similar to these sculptures in style, but ruder in execution and 
more stiff in outline, are those of the same period about the portal 
of the Offnissanti church at Trani. The capitals of the columns are chiesa di 

. . - , , Ognissanti. 

adorned with leaves, and volutes, and angels with floating hair and 
pointed wings; women with snakes hanging upon their breasts^ 
syrens, centaurs, a long-bearded violin-player, and various fantastic 
figures are sculptured upon the side-posts ; and a Madonna with a 
kneeling suppliant and an angel adorns the lunette. 

There are few other Apulian churches of the twelfth century 
worthy of particular examination. The duomo at Ortona has been The duomo 

* at Ortona. 

barbarously modernised within, and the few sculptures about its a.d. 1127: 

portal are bedaubed with paint. The two rude bas-reliefs set into 

the wall of its campanile, which represent Moses receiving the 

Tablets of the Law and St. Peter walking on the waters, were 

made by a Magister Riccardus in the thirteenth century.^ The ^i>. 1255. 

duomo at Ruvo^ has a very ornate Gothic fa9ade, and a richly- atRuvo!"^ 

decorated portal with a round arch, within which are bas-reliefs 

of the Paschal Lamb, the symbols of the Evangelists, Christ and 

the Madonna, with SS. John, Peter and Paul, and angels, carved 

in a hard, rude style.. The columns which support it have griffins 

above their capitals and lions at their bases. Consoles, upon which 

stand a griflin and a sphinx, jut out from the wall above this portal ; 

a mitred bishop sits in a niche above the great rose- window, and a 

statuette of St. John the Bishop crowns the pointed roof of the 

fa9ade. 

Among the pulpits erected in this century, the most remark- ]^J*^pV 
able is that in the church of Santa Maria in Lago at Moscufo 
(see Plate V. No. 1), which was made by a sculptor named Nico- a.d. uss. 
demus, who, says the inscription upon it, prayed as he worked 
that he might hereafter obtain an eternal reward for his labours 
on earth.* Anything more bizarre than its sculptures, or more 

' * A.D. MCCLV. hoc opus fecit Magister Riccardus.' 

* * Inde Babos fessi pervenimus.' — Hor. Sat. I. v. 94 

* * Bainaldus istins ecclesisB preelatns hoc opus fieri fecit. 

Hoc Nicodemus opus dum fecit mente fideli 
Orat ut k Domino mereatur praBinium csBli. 
Anno Domini, Millesimo Centesimo Quinquagesimo Ottavo.* 
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▲.D. 1066- 
1087. 

The Pan- 
tAleone of 
Amadfi. 



Byzantine 

bronze 

gates. 



Roger of 
Anmlfi. 



nople by the Byzantine bronze-caster Staurachios,^ for Amalfi, 
Atrani, Monte Gargano, and Monte Cassino. All these gates 
were the gifts of two persons, father and son, members of a 
noble family at Amalfi, named Pantaleone. A chronicler' tells 
us that Mauro di Pantaleone, the head of the family, was a man 
of great wealth, and the father of six sons, * the eldest of whom, 
•Pantaleone IL, kept himself apart from the wickedness of his 
people, and walked righteously before God, doing much good at 
Salerno; lodging in his house all those who were bound on a pil- 
grimage to Jerusalem, and providing them with money and all 
things needful for their journey. He also founded hospitals at 
Antioch and Jerusalem, wherefore his fame spread far and wide, 
and he was well spoken of by all men, whether they knew him 
personally or by report/ This excellent man was the donator of 
the bronze gates which fill the portals of the churches at Monte 
Cassino, Amalfi, and Monte Gargano, and his son Pantaleone HI. of 
those of San Salvatore at Atrani.' As they are not Italian works, 
it will be sufficient to say that they are divided into panels, upon 
which Scripture subjects and personages are represented in outline 
by means of incised lines, filled in with silver and with metallic 
compositions coloured red, black, and green. The figures are 
exactly such as are represented in Byzantine manuscripts and 
mosaics, stiff in action, straight lined and long proportioned. They 
were closely imitated by Roger of Amalfi in the already described 

* The following words were engraved upon them : *Eicafiwdfi x^ «p« «/«>" 2ravpaxtow 
Tov yyr^' <>* arayirinTKoyTtc £v\£(rO£ vir* ifiov — Worked by the hand of Staorachios 
the founder: let those who read this pray for me (Agincourt, vol. iv. pi. 20). 

^ L'ystoire de li Normant^ par Aim6 moine du Mont Cassin, lib. viii. ch. iii. p. 231. 

• The following inscriptions are engraved upon the doors. At Amalfi : * Hoc 
opus Andre83 memori consistit honore auctoris studiis effectum Pantaleonis, his 
ut pro gestis succedat gratia culpis.* And, * Hoc opus fieri jussit pro redemptione 
animad su89 Pantaleon filius Mauri de Pantaleone de Mauro de Maurone comite.' 
Date about 1066. 

At Monte Cassino : * Hoc fecit Mauro filius Pantaleonis de comite Maurone 
ad laudem domini et salvatoris nostri Jesu Christi ab cujus incamatione anno 
millesimo sexagesimo sexto.* Date 1066. Oderisius II., abbot of Monte Cassino, 
enlarged them in 1123. 

Monte Grargano : * Hoc opus completum est in regiam urbem Constantinopoli 
adjubante domino Pantaleone qui cas [portas] fieri jussit anno ab incamatione 
domini millesimo septuagesimo sexto.' Date 1076. 

S. Salvatore at Atrani : * Anno ab incamatione domini nostri Jesu Christi 
millesimo octuagesimo septimo mense Februario indictione decima, hoc opus fieri 
jussit Pant(aloo) fil(ius) Pant(aleonis) (in ?) Viarecta pro merccde anime 8(ue) ct 
merita S. Sebasti(ani) martiris. 
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doors of the* Grave chapel of Bohemund at Canosa, in the early part 
of the succeeding century, and by his contemporary Oderisius of 
Beneventum in- the bronze gates of the great portal and side door odensius 
of the dilomo at Troja, which .were ordered by Bishop William II.,' ve^umT 
who built the greater part of the church, THe smaller- door is' ^^'1127 
made up of : plain bronze panels, upon which the bishops of Troja' Bronze 
are represented in niello, in a style so thoroughly 'Byzantine that-^jaf 
-without the Latin inscription, which has preserved the name of 
their Italian maker, one would believe that they were cast at Con-' 
stantinople. This is also the case with the incised figures upon the 
panels of the great doors of the chief portal, representing Oderisius 
the artist ; Berardus Count of Sangro, to whose domain Troja 
belonged ; Christ the Judge, enthroned after the old Byzantine 
type upon a rainbow, with his right hand raised to bless, and with 
a book in his left; and the donator Bishop William II., a very tall 
figure with a minute head, standing between- two plants of a con- 
ventional type. The ornamental portions are so utterly different in 
character, as to make us suspect that the niellos only are by the 
Italo-Byzantine Oderisius. The panels are set in squares formed 
• by boldly-projecting ribs, with a quatrefoil in each comer. Rich 
leaf- work runs around the. top and sides of the door^ lions' heads 
with rings pendent from their widely-extended jaws fill eight panels; 
and two fantastic dragons with bell-shaped knockers between their 
teeth decorate those in the centre. (See Plate VI. No. 1.) Boldly 
and vigorously handled, these decorative portions give an effect of 
great richness and variety to the whole door.^ While Oderisius 
of Beneventum closely copied the Byzantines in style and mode of 
work, Barisanus of Trahi freed himself from such trammels to a Bansanus 
certain extent in the gates which he cast for the. cathedrals at ^ ^^' 

. , . . - ^ A.D. 1160- 

Ravello, Monreale, and Trani. Those at Ravello are the largest, and 11 79. 
contain the greatest number of panels.^ Many of the subjects are g^^'at 

* The coatB of arms in the third row, of Cardinal Scipio Rebiba, Bishop of Troja 
from June 19 to September 4, 1560, and of his nephew, Prosper Bebiba, in whose 
favour he resigned his see, were cast by Maestro Cola Donato Mascella or da 
Mascella, now Strongli in Calabria, in 1573. The inscription gives the artist's 
name, and states that Prosper Rebiba caused the doors, which were in a ruinous 
state, to be repaired. The patron saints of Troja — Secundinus, Paulianus, and 
Eleutherius — are also by Cola Donato. The two cardinals are mentioned by 
Ughelli (i. 1347). Another part of the doors was restored in 1690 by Antonio de 
Sangro, lyho was Bishop of Troja from 1675 to 1694. 

' The name of Barisanus is given only on the doors at Monreale, tkough 

F 
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but fiery steed, and the two Saracens fighting with clubs, and 
holding cFosa-barred shields,, are wild^ semi-barbarons figures, viva-, 
cious and resolute (see Plate VIIO J while even in a composition -so 
Byzantine as the * Taking down from the • Cross ' the artist has 
shown feeling, and attained dome fi*eedom of line.. Those who 
are familiar with the works of Bonnanb the Pisari, at Pifea ^ and 
Monreale, or who have seen the bronze doors of San Zono at 
Verona, or those of tJie duomo at Beneventum, will agree with us a.d. 1150. 
in considering Barisanus by far the best Italian brohze-caster 
before Andrea Pisano. Nor need we thus limit our praise, for if we 
compare his reliefs with those of such contemporary marble-workersr 
as Wiligelmus and Anselmus at Modena and Milan his superiority 
is equally incontestable. 

In the course of the thirteenth century the Oriental style of Changed 
ornament peculiar to Apulia began to lose somewhat of its dis- ofoma- 
tinctive character, though still to a. certain degree influenced by Apulia. 
Romanesque and Byzantine traditiona. The change was gradual, 
being scarcely perceptible in the early part of the century, and was 
not complete until towards the middle of the fourteenth, which may 
be taken as the final period of decadence. Simon da Ragusa,^ a simon da 
citizen of Trani^ who sculptured the Christ, the Madonna, and the ^^°^^*' 
St. John in the lunette of the door of St. Andrea at Barletta, con- 
tinued to work after the Byzantine type, as we «ee by these figures, 
which are Greek in their attitudes, draperies, and accessories, and 
accompanied by inscriptions in Gre^ letters. (See Plate I. No. 3.) 
The sculptures about the exterior, and upon the pulpits of the 
cathedral of St. Valcntiniah at Bitonto, one of the earliest so-called Cathedral 
Norman-Gothic buildings, are a mixture of Byzantine, Romanesque, lentinian 
Saracenic, and Italian pre-Revival types. The double-arched Ro- ^^ 
manesque portal is flanked by small columns supported by lions, 
with griffins above their capitals. The archivolte are covered with 
leaf ornament of an antique character, filled in. With rUdely-carved 
sirens, birds, dogs, &c.; and upon 4;he architrave ate four small 
reliefs, representing the angel appearing to Joseph, the meeting of 
Elizabeth and Mary, the adoration, and the circumcision. The 
lunette contains a row of rudely-sculptured figures, decreasing in 

* * Incola Tranensis sculpsit Simeon Bagusens.' This artist is probably identical 
with the Simone da Bagnsa who scnlptorod a bas-relief at Monte Gargano. 

p 2 
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height from the central Christ on the cross towards either end of the 
semi-circular space into which they are crowded. The capitals of 
the columns supporting the very elegant open arcade, which runs 
along the roof of the church towards the piazza, show in their 
Romanesque figures of animals and their Saracenic ornament, that 
the old mixed style of decoration had not yet been abandoned. 
This is again exemplified in the smaller of the two pulpits within 
the church, whose supporting columns, shafts, and capitals are 
decorated with fruits, flowers, birds, and beasts in relief, and whose 
panels are adorned with a flat-surfaced, deep-cut Arabic ornament, 
relieved most effectively against a mosaic background. 
NicoUus The larger pulpit is dated and signed with the name of Nicolaus 

A^i2T9. Sacerdos et Magister,^ perhaps identical with the architect of the same 
name who built the campanile of the duomo at Trani. Its reading- 
desk rests upon an eagle standing above a crouching human figure 
of a somewhat grotesque type, which though undraped and without 
wings is evidently meant for the angel symbolic of St. Matthew. 
The ox of St. Luke and the winged lion of St. Mark are sculptured 
above the capitals of the colonnettes which divide the panels from 
each other, and within these panels are boldly-carved rosettes. 
Those upon the staircase are enriched with conventional-looking 
trees, relieved against a red-coloured background, with birds sitting 
upon their branches or nestling in their leaves. While the orna- 
ments and accessories about this pulpit and the little angel on its 
front are well proportioned and carefully finished, the bas-relief at 
the back of the staircase, representing Solomon and the Queen of 
Sheba, is as barbarous in style and as rudely executed as the greater 
part of pre-Revival sculptures in other parts of Italy. (See Plate II. 
No. 3.) 

Some excellent marble-work in the old style may be seen in the 
stA Maria church of Santa Maria d'Arbona,^ near Chieti. The Paschal candle- 

d Afbona, ^ 

founded stick (scc Plate III. No. 4), which recalls that at San Clemente, is 
a marble shaft wreathed with a vine, and surmounted by a capital of 
charming design made up of leaves and bunches of grapes at which 

^ Hoc opus fecit Nicolaus, Sacerdos et Magister, anno millesimo ducentesimo 
vicesimo nono indictionis secunde. Docta manus me fecit ad hoc ut lectio vite 
hie recitata ferat fimctum mentes S[d alendas(?)]. 

* This church was endowed in the year 1208, and occupied by monks fix)m the 
Convent of SS. Vincenzo and Anastasia at Rome. 
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birds are pecking. (See Plate VI. No. 2.) The smaller shaft above 
it is surrounded by colonnettes, and has a capital adorned with 
stars. Near this candlestick stands a marble tabernacle, one of 
whose panels is decorated with an excellently-conceived and boldly- 
sculptured arabesque ornament. 

The period at which we have now arrived is that of the Emperor 4^^^®^ 
Frederic IT., whose taste in art was formed upon classical models, stauffens. 
and who affected the style and attributes of the Roman emperors 
in his portraits, statues, medallions, and effigies.^ This monarch did 
much for architecture, but very little for sculpture. Lucera, 
Foggia, and the church and monastery of San Leonardo furnish but 
little material for the study of art in the days of the great Suabian ; 
but there is one building which, though it has very little sculpture 
about it, sets before us in a most striking manner the splendour 
of his resources, and the great ability of the master-architects of 
his time. No part of the world, perhaps, can show a more 
admirably-constructed edifice than the Gcthic castle known as 
Castel del Monte, which Frederic erected upon the summit of a hiffh c^^tei del 

. 1 T» 1 A Monte. 

mountain between Kuvo and Andria, called by the Normans >le 
Haut Mont ' and the * Mont Hardi.' The earliest tradition con- 
nected with it tells of a Lombard tower, which Robert Guiscard 
threw down, and replaced by a castle constructed with money found 
by a Sicilian Saracen near an antique temple at no great distance 
from the spot. Upon the top of this temple stood a statue with a 
circlet of bronze about its head, upon which the following inscription 
was engraved in Greek : — ^ At the rising of the sun on the calends 
of May I shall have a golden head.' The sharp-witted Arab read 
and divined the enigma; and digging on the 1st of May where the 
shadow of the statue's head fell at the rising of the sun, he discovered 
gold/^ 

Whether Frederic II. entirely destroyed, or only enlarged and 
rebuilt the castle of Robert Guiscard is not known, but the building, 
which is at the same time a fortress and a palace, is generally ascribed 

* Frederic and Manfred are both represented as Caesars in medallions upon the 
side pilasters of the portal of the church of the Porta Santa at Andria. They are 
probably copies from originals of their time, as the portal is Renaissance in style, 
and consequently of a much later date. The church was conmienced by Conrad 
in 1253, and finished by Manfred in 1265. 

^ The same story is told of a discovery of treasure near a convent at Mount 
Athos. 
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entirely to him/ Tenanted only by robbers or wandering shepherds, 
it has greatly suffered of late years, and its single portal with a 
double Gothic arch and cannellated pilasters, above whose Corinthian 
capitals stand the Suabian lions, has been much marred and de&ced. 
Through it the traveller enters into the castle, which from its great 
size, its peculiar distribution, the mysterious solitudes of its vaulted 
chambers and winding stairways, and its association with one of the 
most romantic and interesting persons in history, is eminently cal- 
culated to affect the imagination. Involuntarily the feeling creeps 
over the mind that the great Frederic is waiting here, like Bar- 
barossa at Kyffhauser, until he be permitted to issue forth in pomp 
to resume the reins of empire.^ 

The edifice is as beautiful as its general plan is ingenious and its 
masonry perfect. The same high finish and admirable taste is 
visible everywhere ; in the windows, with their colonnettes of rose- 
coloured marble and their deep embrasures ; in the tall Gothic fire- 
places ; and in the ribbed and vaulted ceilings, with their rosettes 
and corbels, some of which are adorned with seated figures sculp- 
tured in the rude style of the thirteenth century. Two, in a far 
superior style of art, representing the head of a satyr (see Plate II. 
No. 4), and a smiling face of a very pleasing expression, are carved 
upon the corbels above a staircase in one of the towers. The only 
other piece of sculpture in the castle is an almost totally effaced 
bas-relief upon the upper part of one of the walls of the central 
court, which represented a woman kneeling before a chief with a 
retinue of armed men.* 
^^^"^ The church and monastery of St. Leonardo, between Foggia and 

Sipontum, has been classed among the buildings raised by Frede- 
ric to recompense the devotion of the Teutonic knights, but the 

* January 29, a.d. 1240. Frederic 11. wrote a letter to the Justitiary of the 
Gapitanate eonceming the building of the castle : ' Com pro castro, quod apud 
Sanctam Mariam de Monte fieri volumus per te,' etc. The emperor appears to 
have raised it in 1244 (Schultz, op. cit, i. 164). 

* Matteo Spinello da Giovenazzo, in his Diumali, p. 6, Paris, Didot, 1839, 
thus mentions the funeral procession of the emperor, which he saw on December 
28, 1250, passing through Bitonto on its way to Tarentura. The body was placed 
on a litter, covered with a crimson cloth. Six companies of the Saracen guard, 
armed fix>m head to foot, surrounded it. They marched sadly weeping for their 
emperor through all the towns through which they passed. The royal syndics 
and a multitude of barons dressed in black closed the procession. 

' M. de BrehoUes, op. cit. p. 113. 
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character of the sculptures about its mutilated portal is too much 
like those of the eleventh century at Trani and Bari to make this 
credible. The monastery has become a farm-house, and the church 
is desecrated and fiist falling into ruin, but the portal sculptures 
where they have not been broken away by violence, are in a state of 
tolerable preservation. Three arches, the inner one being round and 
the upper two pointed, rise above the portal. Below the lamb 
sculptured within the pointed arch is a rosette, like that on the 
pulpit at San Clemente, on one side of which stands a saint, and on 
the other a monk with a chain and a book. Griffins protrude from 
the wall above the capitals of the round columns which supported 
this arch, at whose bases stand lions, one of whom is devouring an 
Arab prisoner. The adoration of the Magi is carved upon one of 
the capitals, and St. Joseph seated on an ass and guided by an 
angel, on the other. The archivolt of the round arch is enriched 
with a winding ornament of great beauty, into which angels and 
fantastic animals are introduced, while the pilasters on either side 
of the doorway are sculptured with birds and human figures. 

No vestiges remain at Lucera of the Emperor Frederic's palace, 
which was decorated with statues brought from Naples upon men's 
shoulders ; ^ and nothing of that at Foggia, which was built for him 
by a Foggian architect named Bartholomeus, except an arch, below 
which are sculptured the imperial eagles and several inscriptions 
relating to its construction.* 

The Gothic cathedral in the picturesque hill city of Atri, which Cathedral 

-—- at A.tn» 

was built during Conrad's reign, has no sculptures of his time. The a.d. 1252. 
figures of Christ, the Madonna, and saints over its portal, were 

1 ' Compalatii Neapolitani invemaiit homines qui eas salubriter super coUam 
Buoin usque Luceram portant.' — Begesta (cit6 par M. de Br61iolles, Hon, et Hist, 
p. 76). Kington, Life of Frederi-^ IL voL ii. p. 176, says the statues were brought 
by sea to Naples, and probably came from Pisa. The same writer, at p. 314, says 
that in 1242 Frederic * ravaged the country round Rome, but withdrew to Melfi in 
August, carrying off from Grotta Ferrata the brazen statues of a man and a cow 
which poured forth water. These were meant to adorn Lucera.* 

' Strada dei Mercanti, facing the Piazza della Pescaria. The inscriptions are : — 

1. * Sic Caesar fieri jussit opus istum, Fto Bartholomteus sic constmxit illud.' 

2. * Anno ab Incamatione Mccxxiii. mense Junii xi. indictione Reverendo D^ 

Nostro Federico Imperatore Bomanorum semper augnsto anno in. et 
rege Sicihe anno xxvi. Hoc opus feliciter inceptum est pwefato Domino 
precipiente. 

3. * Hoc fieri jussit Fredericus Caesar ut urbs sit Fogia regulis sedes nitida 

Imperialis.' 



1 
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made by a Maestro Raymondo de Podio in the latter part of the 
thirteenth century.^ There is also but little sculpture about the 
duomo which King Charles II. founded at Lucera to commemorate 
the expulsion or forced conversion of the Saracens, who had been 
established there by Frederic 11/^ Its Gothic portal is surmounted 
by a small group of St. George and the dragon, and the lunette is 
filled with an alto -relief of the Madonna and child, seated upon a 
throne supported by lions. Inside it offers nothing of interest but 
the mutilated statue of its founder, as the ciborium, which is said 
to have been a fine example of the Transition period from Gothic 
to Renaissance,^ has been removed. 

The' last great Apulian church which we shall have occasion to 
mention, is a triple-naved basilica at Bitetto dedicated to St. Michael. 
The bas-reliefs about its fagade, which represent scenes from the 
history of our Lord, in a style of art hardly equal to that of the pre- 
Revival Tuscan sculptors (see Plate II. No. 2), show that Apulian 
art, having reached its term where the Northern schools began, soon 
fell into a complete stat^ of decadence. The richly-ornamented 
Gothic arch over the portal is filled with rudely-sculptured figures 
of the Virgin and Child with angels, and of Christ with the twelve 
Apostles ; and the doorposts are adorned with sirens, bat-like birds, 
and griffins introduced between the winding lines of vines which 
spring from vases» On the top of that to the left sits a monkey 
eating a plant. Two huge stone lions sit upon their haunches 
before this portal; one of them, with his mouth wide open, is 
watching a serpent which is coiled about his fore paws and raises 
its head in a menacing attitude; the other sits mouth to mouth 
with an animal like a young beai\ 

The names of one or two South Italian artists belonging to this and 
the succeeding century remain to be noticed ; such as Maestro Nicol6 
da Ortona, who built the portal of S. Benedetto at Chieti,* and Petrus 

* * Anno D°* mcccii. tempore sacre (?) domini Bemardi praesnlis procnrante 
magistro Leonardo haoc porta facta est per Mag°" Raymundum de Podio.' Also, 
* Anno Domini 1288 qui portam sculpsit RAjmundus in arte refalsit.' The taber- 
nacle and font in this church, by Paolo de Grarvdis, a Milanese artist, are described 
in the chapter relating to sculpture by Milanese artists. 

* Frederic 11. peopled Lucera with 40,000 Saracens, transplanted for the purpose 
from Sicily, and built an immense castle, still standing, for their accommodation. 

' Schultz, op. cit. i. 180. 

* Id. ib. ii. 39, mentions a silver statue in the duomo at Chieti by a Maestro 
Nicolo Guardiagrele, a town near Lanciano, inscribed with his name, and the date 
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Angelas, who built that of San Antonio Abbate in the same town a.d. 1321. 
which still exists, but in a ruined state ; the work is coarse and in- a.d. 1 375. 
elegant. Pietro FoUacrino da Lanciano, who made a wheel window, a.d. 1412. 
adorned with colonnettes and leaf- work, for the duomo of his native 
town, and Franciscus Perrini or Petrini, who sculptured some a.d. 1317. 
mediocre reliefs about the portal of Santa Maria Maggiore, repre- 
senting Christ on the cross with angels, the Madonna, and St. John. 
Finally, in the middle of the sixteenth century flourished Maestro 
Ottaviano, the author of a terra-cotta Madonna, formerly in St. 
Angelo della Pace at Lanciano, and of some reliefs taken from the ^d- i^^o- 
lives of the saints, once in the duomo of this his native town. 

Ascoli (Asculum Picenum) produced several meritorious artists, 
such as the goldsmith and sculptor, Pietro Vannini, who made a a.d. 1379. 
wooden cross covered with silver plates, ornamented with intagli 
and figures in relief, for the duomo at Osimo;^ Lorenzo d' Ascoli, a.d.i414. 
who sculptured a crucifix for the church of Monte Cassiano, in the 
Marca d' Ancona;^ and Pietro Dini, author of a bronze tabernacle A.D.1472. 
and an image of the Madonna, at Amatrice. This little town, in 
the Abruzzo Ulteriore, is the birthplace of one of the most re- 
nowned of Neapolitan architects and painters, Nicola or Cola CoiaFi- 
Filotesio,^ who designed the Renaissance fa9ade of the church of ^^0^1525. 
San Bernardino at Aquila, and according to some authorities, 
sculptured the bas-relief in the lunette of its chief portal. It 
represents the Madonna and Child seated between St. Francis and 
San Bernardino, who presents to her the kneeling Girolamo da 
Norcia, an eminent benefactor of the adjoining convent. The postures 
and draperies of the figures are decidedly wanting in grace. 

1455. I could find no such work in the church, only a silver bust of St. 
Justinus, poor in style, and without inscription. 

* Vide ArtisH Ascolani, by G. C. Carboni, p. 8. Asculum Picenum is in the 
Abruzzo Ulteriore ; Asculum Apulum in Apulia proper. 

* Ricci, St, delV Arch, i. 232, says it has many ornaments in alto and basso- 
rilievo, and that the Madonna in the midst is simple and correct in outline. 

* He signed himself Filotesio, Filotteschi, or Filatichi. Vasari, ix. 117, 
speaks of him as having worked at Ascoli, Norcia, and Calabria both as painter and 
architect. A list of his paintings is given in notes 1-4, ibid, and by Leosini, 
Storia e Mmi. Art. di Aquila^ p. 195, n. 1 ; who ascribes to him the ApostoHc Palace, 
1519-20, the church of Sta. Maria della Carit^, 1553, the fa9ade of the duomo, and 
the portico at the side of San Francisco, all buildings at Ascoli. Milizia, Mem, degli 
Architettiy vol. ii. ; Carboni, Art, Ascolani, p. 157, both mention him as a sculptor. 
Leosini, op. cit., cites a document, dated May 28, 1537, in which Cola thus mentions 
himself: * Nos magister Nicolaus Filotesius d'Amatrice pictor et statuarius.' 

G 
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The reader will have gathered from the preceding pages that 
sculpture in Apulia and the Abruzzi was exclusively employed for 
the decoration of church fa9ades and portals ; indeed we know of no 
other buildings thus adorned before the sixteenth century, and then 
but of two : one the municipal palace at Sulmona, whose rich Cinque- 
cento fa9ade has an elaborate frieze, ornate windows, statuettes, 
and bas-reliefs ; the other the Palazzo Sylos at Bitonto, whose open 
loggia is covered with reliefs, Latin inscriptions, and profile heads 
in medallions of Apollo, Neptune, Mars, Medusa, and Orpheus, 
placed side by side with those of Scipio Africanus, Antoninus 
Pius, and Alexander, a medley of mythic and historical personages 
characteristic of an age of classical affectation. 

Single statues were rarely made in any part of Italy even when 
sculpture had reached the highest period of its development, but 
in Apulia, with the exception of a pleaaing figure of St. John the 
Baptist of the sixteenth century, in the church of St. Andrea at 
Barletta, none such exist. We say none, because we have no 
doubt that the colossal bronze statue, which stands before the 
guard-house in the same Apulian town, is a portrait of the Em- 
peror Heraclius, cast at Constantinople in the seventh century. 
The military dress and accoutrements are Roman, but the head is 
Byzantine, and the diadem which encircles it is such as was worn 
by the early Greek emperors,^ The noble and serene expression of 
the face (see tailpiece) answers well to the idea which we form of 
this valorous servant of Christ, this pioneer of the Crusaders, who 
invaded the Persian Empire to regain the Cross which Schaharbarz, 
the cruel ally of Chosroes King of Persia, had carried off to Ctesiphon 
after he had taken Jerusalem and burnt the Holy Sepulchre ; and 
who made a pilgrimage to Jerusalem to replace the holy relic, and 
mounted the steep ascent of Calvary, bearing it like our Lord upon 
his shoulders. The attitude of the figure recalls this passage in the 
emperor's history; he stands holding aloft in his right hand the 
Cross which that right hand had redeemed from the Infidels. One 
minor point of truth to portraiture is the beardless chin, for we are 
told that when Heraclius became emperor, he cut off his beard 

' According to the Chroriicmi Pascaloy Constantine the Great first wore a 
diadom of pearls on May 11, A.D. 330. Constans I. is represented upon coins 
wearing a diadem made of two rows of pearls with pendant bands. Julian, 
360-3()3, and Jovian, 363-364, wear exactly such a coronet as described in the 
i4\rt^ on coins of the time (Schultz, Benkmliler der Kun^f, i. 148). 



>: 
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which he had worn till then.^ Two different stories are told 
about the arrival of this statue in Italy, both of which coincide 
in the statement that the ship in which it was brought from Con- 
stantinople was wrecked off the coast of Barletta, leaving it stranded, 
like some huge leviathan, upon the beach, where it remained until 
the fifteenth century, when it was brought to the town in a mutilated 
state, and set up in the piazza, after the legs, the cross, and the ^^y ^^* 
ball which lies in the hollow of the left hand, had been restored by 
a Neapolitan bronze-caster named Albanus Fabius.^ One of these 
accounts records that Heraclius himself had the statue cast by a 
Greek artist named Polyphobus,^ and sent it to Monte Gargano as 
an offering to the shrine of the Archangel Michael. The other, 
which wears a much greater air of probability, states that the 
Venetians brought it away from Constantinople, where it had pos- a.d.i204. 
sibly been set up soon after the emperor entered the city, on his a.d. 628. 
return from Persia, mounted on a triumphal car drawn by four 
white elephants, and preceded by the rescued Cross/ 

Apulia is scarcely richer in tombs than in statues. Of the few Tombs in 

.n.T)llLl&i 

which exist those of the Norman heroes in the church of the Holy 
Trinity at Venosa possess the greatest historical interest.^ There 

' In this respect it coincides witli the description of Cedremis : * Imperator 
f actus, barbam raserit, qnam aluerit ante' (Giannone, Storia del Regno di Na^oli), 

* * Albanus Fabius, qui rite peritus in arte 

Crura, manusque, pedes aptat utrinque faber. 
Ipsa [«ic] crucem gestat dextnlque, pilemque sinistra, 
Tutor namque crucis, sicque monarche [^] fuit.' 

MS. in Barletta*s Archives, cited by Paolo Grimaldi ; Schultz, op, cU, i. 146. 

* * Anno sexceAteno a partu Virginis Almao 

Constantini urbis hie [Heraclius] imperit [«ic] egregie. 
Principis excelsi totam formavit ideam 

Polyphobus Graecus, doctus in arte faber.* — Ibid. 

* Am6d^e Thierry, Les FiU et Successeurs d^AUila, Giovanni Villani, IsL 
Flor,, says this statue is a portrait of the Lombard king Eraco or Rachi (704-749), 
to whom he erroneously ascribes the defeat of Chosroes and the rescue of the 
Cross ; evidently confounding the name of Erachio with that of Eraclio. Setting 
aside the costume, which is not at all like that of a Lombard king, such a statue 
would never have been erected in the eighth century at Barletta in preference to 

such important towns as Bari, Capua, or Salerno, as it was then a mere tower for '• 

the accommodation of travellers journeying between Trani and CannsB (Giannone, 
i. 257, ed. Ven. 1766). In the introductory chapter to Tiutcan Sculptors, this statue 
is referred to as possibly an Italian work, but having since seen the original, I have 
entirely changed my opinion. 

® Venusium, the birthplace of Horace, B.C. 65. The church of Santa Trinita 
was built in the eleventh century. 

«2 
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lies Robert Guiscard, whose body having been rescued from the deep, 
*non absque labor' (sic)^ after the ship in which it was brought 
from Cephalonia had been wrecked on the coast of Apulia, was 
conveyed to Venosa and buried near his brothers — William of the 
Iron Arm, Count Drogo, and Count Humphrey.^ There also lies 

A.D. 1122. his repudiated wife Alberada, m a plain sarcophagus, standmg under 
a Gothic gable supported upon columns whose capitals are adorned 
with leaf-work.^ To the same period belongs the tomb of Arch- 

A.D. 1105. bishop Elias, Abbot of the Benedictines, and founder of San Niccol6 
at Bari, which stands in that church at the bottom of the steps 
leading down to the crypt. The four rudely-carved and stiffly- 
draped Apostles in niches upon the front of the sarcophagus were 
sculptured a century after the death of the archbishop, whose 
virtues were commemorated by his successor the Abbot Eustasius 
in verses carved upon the steps of the high altar.* None of the 
Hohenstauffens were buried in Apulia, although Frederic and his 
three sons, Henry, Conrad, and Manfred, all died there. Two of 
Frederic's wives, lolanthe^ and Isabella,^ were buried in the crypt 
of the duomo at Andria, where a few finely- worked bits of marble 
and some small columns belonging to their monuments may still be 
seen lying among dead men's bones.^ The sarcophagus which 
contained the remains of King Charles II. of Anjou has disappeared 
from the duomo at Lucera, but the sepulchral effigy has been set 
up against the wall near the great portal. The king is dressed in a 
suit of chain armour, half concealed by a surcoat. His hair is cut 
across his forehead, and falls in long straight locks upon his shoulders. 
His hands are crossed, and his feet rest upon small dogs.^ 

' Guill. Appnlos, pp. 277-78 ; Muratori, Sc, Ber, It. vol. v. 
' It is thus inscribed — 

' Qniscardi conjux Alberada hac conditnr area ; 
Si genitnm quasres, hnnc Canusinnm babet.' 

' * His gradibns tnmidis ascensus ad alta negatnr : 

His gradibus blandis quserere celsa datar. 
Ergo ne tumeas qni snrsum scandere quaaris ; 
Sis bninilis, supplex, planus, et altns eris : 
Ut pater Helias, hoc templum qui prins egit, 
Qnod pater Eustasins sic decorando regit.' 

* Daughter of Walter de Brienne, King of Jerusalem, and mother of Conrad. 
^ Daughter of King John of England. * M. de Br6holles, op, cit. p. 91, note 9. 
^ It is thus inscribed — 

* Carolus II. Ansegavensis A.S. cioccc. Templum hoc Deo ct Dciparo) dicavit.* 
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The tomb of Giovanni Antonio Balzo, Prince of Tarentum, in 
the church of San Pietro in Galatina,^ is a striking example of an 
unsparing use of colour. The deceased lies dressed as a Franciscan 
monk, upon a sarcophagus under a Gothic baldacchino. His hair is 
painted red, and his hands and face flesh colour. Behind him hangs 
a red curtam, held back by angels whose crimson robes are picked 
out with gold. The shield which contains his coat of arms is 
supported by angels, and above it Christ sits enthroned between two 
Apostles. The blue background of the canopy is decorated with 
gilded stars, and the capitals of the octagonal columns which support 
it, resting upon lions of the old Romanesque type, are adorned 
with leaf-work painted and gilded. This tomb is probably the work 
of an artist bred in that Neapolitan school which grafted its own 
style of decoration upon the type of tomb introduced at Naples by 
those Trecento-Tuscan artists who followed in the steps of Giotto 
and Andrea Pisano ; but their influence did not otherwise penetrate 
into Apulia, where all practice of sculpture seems to have ceased 
after the middle of the fourteenth century. 

In the Abruzzi sculpture had a longer life, and reached its Sculpture 

___ fl.il i^^OllllA 

best period in the fifteenth century. The famous fountain at Aquila in the 
called Delia Riviera, which was made by an architect and sculptor '*^^' 
of the thirteenth century named Tancredi, a native of Pentima di a.d. 1292. 
Valva,^ consists of an immense basin, surrounded on three sides by 
walls decorated with patterns in white and red stone. It is fed 
with water ever running from the mouths of ninety masks, now 
much broken and defaced. The portals of Sta. Maria di Cole- 
maggio, Sta. Maria Paganica, Sta. Giusta, San Marco, and several 
other churches in the Romanesque style, are adorned with sculp- 
tured animals, full of life and truth to nature. The ornaments are Fourteenth 
elegant in design, but the figures in the reliefs about them are, like ^^ ^^' 

* San Pietro in (xalatina lies to the west of Otranto. TCing Charles II. of 
Anjon gave the district to Raymond del Balzo, who, with his wife Isabella, is 
buried in the Balzo Chapel at Santa Chiara at Naples. 

^ Pentima is a small town built on the site of Corfinium, not far from Sohnona. 
Zani, EncicUypedia Met xv. 331, mentions Tancredi and the Bolognese sculptor 
Bengheri (Aulico di Tancredi e Boemondo), with whom he has been confounded 5 
ibid. xvi. 72, 282. The date and the name of the artist are inscribed upon a stone set 
into the wall of the fountain : * A.D. mcclxxii. Magis. Tangredus de Pentima de 
Valva fecit hoc opus.' Leosini, op, cit, p. 70, states that the north wall of the 
fountain with its masks was added, long after Tancredi's day, by Alessandro 
Ciccarone, an Aquilan architect and sculptor. 
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the statuettes, stiff and clumsy. The lords of Aquila under the 
TheCMn- Anffeviue kings were the Camponeschi.* Count Lalle and his sons 
Ludovico and Battista lie buried in a monument, made by a German 
Aj). 1432. sculptor, Walter Alemanno, in the church of San Giuseppe.^ Its 
Gothic arch is supported upon spiral columns resting on the backs 
of lions. The sepulchral effigy of Count Lalle, attended by two 
genii, Ues on the sarcophagus; and behind it appears his son 
Ludovico on horseback, who says the poet Ciminello^ — 

* Co' snoi goamamenti 
Da capo a piedi, senza fallo, 
Parea un San Giorgio quando sta a cayallo.' 

The ■ general effect of this tomb is picturesque, but the work is 
coarse, and the figures are inexpressive and ill-proportioned. Cen- 
turies, rather than years, seem to lie between it and the very beautiful 
monument which Maria Pereira, Countess of Montorio, the widow 
of Count Lalle, a woman of remarkable intelligence and piety, 
caused to be sculptured for herself and her infant daughter Beatrice 
at San Bernardino. Its general design is that adopted by Civitale, 
Desiderio, and other eminent Tuscan artists of the Cinque-cento. 
The sarcophagus, adorned with beautifully-carved cherub heads, 
festoons, and leaf-work, is raised upon a high base, and stands 
within an arched recess. Upon it lies the mother, her head covered 
with a veil, and her figure concealed under a long robe. (See 
Plate VlIL) Her hands rest upon a book, the upper part of her 
body inclines a very little to the right, and her head droops towards 
her shoulder so that her gentle face is slightly turned towards the 
spectator. Her child, who lies under the sarcophagus, between two 
moiifhing genii, is a perfect image of repose. Death has set his seal 
but lightfy upon the sweet baby face, and upon the little hand 
which rests upon the bosom, and upon the straightly-laid limbs that 
have ceased their once restless motion.* Any one conversant with 

' * Quando i Re di Napoli volevano dalla cittA cosa alcnna ottenere, era loro di 
mestiere guadagnar primo i Camponeschi/^Camillo Porzio ; Leosini, op, cit. p. 21. 

^ This artist made a monument in the chnrch of San Domenico to the Knight 
Niccolo Galioffi (ibid. p. 123). 

^ Historia Aquilana, canto ix. stanza xviii. Poema Storico, ap, Muratori, Aiit. 
ItaL vdU y\. 

*. Upon the monument is this inscription — 

* Beatrici CamponescsB, infanti dulci, qufl3 vixit mens. xrv. 
Maria Pereyra, Noroniaque mater, 
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the Tuscan school of the fifteenth century would recognise its in- 
fluence upon the sculptor of this monument, who can have been 
no other than the Andrea dall' Aquila, mentioned as the pupil of 
Donatello by Niccol6 Severino the Sienese envoy, in a letter of Andrea 
recommendation to Cristoforo Felice, one of the officers of the city Aquiia. 
council, and director of the works at the Cathedral of Siena.' After June 8, 
speaking of him as a very remarkable sculptor and painter, the 
writer says that Andrea's sculptures about the triumphal arch 
of Alfonso of Aragon at Castelnuovo had excited the jealousy of his 
fellow-artists by their superiority, and concludes by advising the 
director to apply to Donatello himself for further information. In 
assigning the Pereira monument to Andrea, we depart from the 
common opinion that it was made by Maestro Salvestro dall' Saivestpo 
Aquila.^ Its great superiority in design and execution to the Aquiia 
shrine of San Bernardino^ in the same church, which was certainly vatore 
sculptured by Salvestro and his pupil Salvatore Aquilano leads us ^^ 
to this belief. 

The shrine was erected, at an expense of 20,000 golden florins, The shrine 

. . , . . ofSanBer- 

by Giacomo di Notar Nanni, a rich merchant who stood high in nardino. 
favour with King Charles II. and King Frederic of Naples, and 
who was a great benefactor to the churches and religious houses of 
Aquiia. It is an immense square pile, adorned with statuettes, 
ornamental work, and reliefs, the most important of which (see Plate 
III. No. 3) represents the Madonna enthroned upon clouds borne 

Tarn patemo quam matemo genere orta, 

Petri Lalli Camponesci Montorii Comitis conjux, 

Filiaa snse nniced benemerenti et sibi yivens posoit/ 

' This letter is printed in the DocmnenU ;per la Storia delV AHe Scmese by Carlo 
Milanesi, and quoted by Schnltz, iii. 190. Another Andrea dall' Aquiia, in the 
succeeding century, studied under Alessandro Vittoria, at Venice. Cicogna, 
Isc, Venete, ii. 124, Mem. originali, June 16, 1578 : * Ricudo io Alessandro chome 
Messer Sigismundo dal Aquiia mio cugino mi mando Andrea suo nipote pre- 
gandome che io gli inssegna a operare nella scoltura p. che loro vestiria et io lo 
acetai volontieri e lo tengo in casa mia a spese et il veste del mio, usando ogni 
sorte di diligenti p farlo imparare V arte e costumi.' 

^ Leosini, op, cit, p. 197; Caprucci, * Breve descrizione dell' Aquiia,* MS. and Pico 
MS., quoted by Leosini, at p. 187, both mention two Salvestros. Leosini, p. 188, 
thinks there was but one. Cicognara^ St della ScuUv/ra, mentions one, and one 
only is spoken of in Vasari, Go'imn. alia Vita di O. Majamo^ iv. 11. Salvestro, who 
was the son of Giacomo da Solmona, was called also TAquilano and d'Arischi, from 
a castle in the territory of Aquiia. 

' San Bernardino da Siena died at Aquiia in 1444. 
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up by cherubs, with the infant Christ standing upon her knee 
blesBing the kneeling Donator, who is presented to him by San 
Bernardino. The figoreB of the patron saint and the donator are 
simply draped and well grouped ; the Divine Child is dignified in 
attitude and bearing, but the Madonna sits awkwardly and has a 
self-conscious air ; and San Giovanni Capistrano, who kneels on her 
right hand with a banner in his hand, is mannered and theatrical. 
The festoons, birds, fruits, and grotesques want that sharpness and 
delicacy which characterises such ornamental work upon the best 
Quattrocento tombs, and the statuettes of SS. Peter, Paul, Francis, 
Anthony, Sebastian, Catherine, John the Baptist, and John the 
Evangelist, as well as the bas-relief of the Resurrection of our 
Aiiar-picce Lonl at the back, hardly rise above mediocrity. The altar-piece 
donna del givcu by Giacomo Nanni to a chapel in the church of the Madonna 
del Soccorso is also ascribed to Salvestro, but without proof we can 
hardly accept it as his work on account of its superior style. The 
whole of its central space is filled with angels with gilded wings 
and draperies, relieved against a blue background, and grouped in a 
manner which recalls Luca della Robbia, whose masteri>iece in the 
Vetusti Chapel at San Bernardino undoubtedly influenced the 
unknown artist. 
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CHAPTER II. 



NAPLES AND ITS NEIGHBOURHOOD. 



THE earliest art record at Naples relates to a portrait of Theo- ij?««® <»f 
i. uoouoinc* 
doric, King of the Ostrogoths, which was so closely connected 

with the royal fortunes that the head crumbled away when he 

died; the torso, piece by piece, on the death of his nephew a.d.626. 

Atalaric and of his daughter Amalasunta; and the lower part of a.d.634. 

the body when the Goths under Totila laid siege to Rome. Some a.d.652. 

writers have supposed that it was a statue, but Procopius plainly 

indicates that it was a mosaic when he tells us that it was made of 

c6loured stones very nicely fitted together, and that it fell away 

from the wall.^ We know then of no Neapolitan sculptures 

earlier than those Byzantine-looking bas-reliefs in the chapel of San 

Giovanni a Fonte adjoining the cathedral, which belonged to a 

pulpit made for the old church of Sta. Reparata. The minute Puipitat 

, , . Sta. Re- 

figures in these compositions (which represent scenes from the parata. 

history of Samson and incidents in the lives of SS. Joseph, George, 

and Januarius) are in the style and almost in the proportions of 

those carved upon ivory caskets, diptychs, and altar-fronts. No 

other marble works exist before the middle of the thirteenth 

century. The liberal patronage which the Emperor Frederic II. Fredericn. 

. as a patron 

extended to art was chiefly bestowed upon architects, such as of art. 
Niccola Pisano and Bartolomeo da Foggia, and only two of the 
buildings which they erected in all parts of his kingdom were 
adorned with sculpture. One of these was Castel del Monte, and 

« 

* Tavrrj t€ &ird(ra Ik tov toI\ov i^lrriXoc ^ £U'ciiF yiyovtv, * Qofia CTun ita se 
liabiiissent Gt>tthis Bomam obsedentibns reliqoaB partes imagmis k femoribns ad 
imos pedes cormemnt itaqne ex pariete effigies prorsua abolevlV — Procopius, de 
Bella Ootico, Gh-eek text, with Latin translation by Claudius Maltretus, Pansiis, 
MDCLXU., lib. i. ch. xxiv. p. 371. 

U 
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A.I). 1234. 



A.D. 108A- 
1121. 

Fulpito at 
Salerno. 

A.D. 1153- 
1181. 



Pulpit at 
Kavello. 
A.D. 1272. 



the other the Castello delle due Torn, which Frederic caused to be 
built at one end of the bridge over the Vultumus when he fortified 
Capua. The three statues above its portal represented the Emperor 
seated and raising his hand with a menacing gesture, and his two 
devoted followers, Pier delle Vigne and Taddeo di Sessa.^ 

It is not at Naples, but in the cathedrals of some of the beauti- 
ful and ancient towns in its neighbourhood, that we must look for 
early sculptures. In the duomo at Salerno, whose bronze gates 
were cast at Constantinople and given to the church by the noble 
Salemitan Landulph Botromile, and his wife Guinsala, we shall find 
two beautiful marble pulpits, which were made in the twelfth 
century for the Archbishop Romualdus II. That on the north 
side of the aisle, which is the finest of the two, rests upon granite 
columns, whose capitals are decorated with delicately-carved leaf- 
work, figures and animals.^ In front of the pillars above the capi- 
tals at the back stand little nude figures holding up the leaf orna- 
ment of the frieze with both hands; and at its comers and sides are 
placed the symbols of the Evangelists, SS. John and Matthew, with 
statuettes of the Prophets Isaiah and Jeremiah. Its panels are 
covered with the richest mosaic -work, composed of porphyry, 
serpentine and gilded glass, into which flowers and birds are intro- 
duced with the most charming effect.^ 

Beautiful as this pulpit is, it is surpassed by that which Nicolo 
di Bartolomeo* made for the duomo at Ravello by order of Nicol6 



' Charles V. demolished this caatle in 1537. The mutilated statue of Frederic 
was set up in a niche to the left of Porta Bomana. It is engraved in Agincourt's 
well-known work. Vide M. de BrehoUes, op. cit, ; and Kington, op. cit, i. 455. 

^ It is inscribed with these words : * Bomoald. Secund. Salernitan. Archi- 
episcopus, pnpcepit fieri hoc op.' 

' L' anonimo Salemitano, Mon., Germ. Script, vol. iii. ch. xcvii. p. 467, mentions 
a * lectorium mireD magnitudinis ex gipso * which Bishop Ajo erected in the duomo 
at Salerno about the middle of the ninth century. It was destroyed in 1076, when 
Bobert Guiscard, having besieged the city, took possession of it and founded the 
present edifice. 

* Bartolomeo da Foggia, the father of Nicolo, built a palace for the Emperor 
Frederic II. at Foggia, a.d. 1233. See Apulian chapter. The artist's name is thus 
inscribed on the pulpit : * Ego Magister Nicolaus de Bartholomeo da Fogia mar- 
morarius hoc opus feci.' Cavalcaselle, Hist, of Famtmg in Italy ^ i. 130, speaks of 
the works of this artist as so like those of Niccola Pisano that they may be mistaken. 
But the sculpture about this pulpit is the only existing worh by Nicolo di Bartho- 
lomeo ; and if the bust be a work of the fifteenth century, as we believe, the two 
profile heads arc all that remain to us for comparison. These certainly are not 
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Rufolo, a member of one of the richest and most influential families 
in the south of Italy, and a descendant of the great admiral of the 
same name who founded the church in the eleventh century.^ It is 
raised high upon six inlaid spiral columns resting upon the backs of 
lions, and is covered with marble and mosaic work* The arched 
doorway at the back, by which it is entered, is surmounted by the 
colossal bust of a crowned woman, and decorated with two marble 
profile heads relieved against a rich mosaic background. The bust, 
said to be a portrait of Sigelgaita, wife of Nicol6 Rufolo, has that 
immobility of feature and fixedness of gaze which invests Egyptian 
heads with a peculiar sublimity. The hair gi'owing low upon the 
forehead is rolled back from the face ; two long tassels embroidered 
with pearls fall like earrings on either side of the long neck ; the 
nose is long and straight ; the eyes which are somewhat near 
together, gaze steadfastly upwards ; and the large mouth is drawn 
down with a marked expression of scorn. As a work of art it is so 
superior to the clumsy and feeble profile heads, supposed to be 
portraits of the donators, that we are inclined to accept the sug- 
gestion of a Neapolitan writer that it is a portrait of the famous 
Queen Joanna IL of Naples, and consequently more than a century 
later in date than the pulpit, of which it does not like them form 
an integral part.^ The ambos for the reading of the epistle and 
gospel are works of the early part of the twelfth century, and like 
the episcopal throne and the candelabra near the high altar are 
decorated with mosaics. 

We have already described the bronze gates of this church in 
our account of Barisanus of Trani ^ Of all those which he cast 
they are perhaps the finest ; and can be easily compared with 
Byzantine bronze-work at Amalfi and Atrani. 

at all Pisan in style, besides beiug in every respect inferior to the poorest of Niccola 
Pisano's sculptures. 

* Vide Schultz, op. cit ii. 276, for a notice of the Ruffolo family, with 
genealogy. 

* Panza, Istoria delV Antica Rejmhbllca d' Amalfi, Napoli, 1724, in 4to. ii. 83. 
Schultz, ii. 271, objects that it cannot be Queen Joanna, because there are no 
Angevine lilies in her crown. He however allows that the profile heads are very 
inferior to it. 

* The principal sources of information are, the Vite del Pittori, Sculton ed 
Architettl Naj>oletam\ di Bernardo de* Dominici, 3 vols. Napoli, 1844 ; the Ston'a 
dei Monumenti di Napoli, by Camillo Nap. Sasso, 1 vol. ; and a MS., which treats 
of Neapolitan artists, by Cav. Massimo Stanzioni, in the library of the Royal 
Museum, no. 235 ; it was written in 1650. 

h2 
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Let US now turn to sculpture at Naples in the thirteenth cen- 
tury, during which flourished that somewhat mythical architect and 
^^230^°^* sculptor, Masuccio L, and his friend Pietro di Stefano. According 
M. 1305. to the very unsatisfactory and often contradictory accounts of 
Masuccio I. given by his coimtrymen, his first master was the 
unknown painter of that miraculous crucifix at San Domenico 
which is reputed to have spoken to St. Thomas Aquinas.^ After 
this master's death, Masuccio went to Rome in company with a 
foreign architect, and there studied * quanto di bello e di antico vi 
era ; ' but hearing that Giovanni Pisano had been appointed archi- 
tect to King Charles of Anjou, he returned to Naples^ and even- 
1274! tually succeeded that eminent artist as royal architect. In this 
capacity he is said to have laid the foundation of the duomo, and 
to have designed S. Domenico Maggiore, though the honour of 
having erected these and other churches is also claimed for the 
Tuscan architects, Niccola and Giovanni Pisano, as well as for 
Maglione and Amolfo del Cambio, both scholars of Niccola, who 
1 esided at Naples for several years.* 

The sculptures pointed out by Neapolitan writers as the works of 

Masuccio I.* have either disappeared or are now known to be the 

works of other hands, such as the bust of Cardinal Raimondo Barile ; 

A.D. 1234. a bas-relief of Christ between two saints ; the tomb of Jacopo di Cos- 

tanzo ; a crucifix in the Capella de' Caracciuoli ; and the monument 

^p^o^Tn- ^f Pope Innocent IV. The latter consisted of several successive 

nocent IV. gtorics adomcd with mosaics and terminated by a half arch, whose 

* De' Dominici mentions, as early Neapolitan painters, Pippo Tesauro, Tommaso 
degli Angeli, Simone Napolitano, F. di Simone, <fec. ; of whom Cavalcaselle, Hist, 
of Fainting in Italy , i. 318, says, not only no positive records exist, but of whom 
no paintings are known. 

* Niccola Pisano was at Naples from 1221 to 1231, daring wliich period he 
built and completed the castles Capnano and dell* Uovo. Giovanni Pisano worked 
at Naples fix)m 1268 to 1274, and perhaps again in 1279, to build Castelnuovo. 
Maglione, who built a portion of the church of San Lorenzo, was at Naples about 
1266. Masuccio II.'s share in the erection of this building was so much greater 
than Maglione's, that he should be rather regarded as its architect. It was com- 
pleted in 1324. See Vasari, i. 266, note 5. A document of the year 1284, 
January 25, speaks of it as then nearly finished. See Schultz, iii. 39 ; Doc, Reg, 
Karol. I. h, 76 j a.d. 1284. Amolfo del Cambio was in the employ of Charles of 
Anjou in the year 1277, as we know by the king's letter to the magistrates of 
Perugia (ibid. no. 128, vol. iv. p. 50. See also Yermiglioli, Le ScuUure della Fontana 
di Perugia; and Vasari, i. 269, note 2). 

^ Sasso, ojh cit, p. 64. This work is little more than an echo of what Schultz 
calls * der fabelnde de' Dominici.* 
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lunette contained a bas-relief of the Pope and the Archbishop Hum- 
berto di Montorio who erected it, kneeling before the Madonna ;^ 
but nothing now exists save the sarcophagus in the left transept 
of the duomo, upon which lies the effigy of the pontiff dressed Died 1254. 
in a long robe and wearing the triple crown upon his head. It 
is a simple and expressive figure, and especially interesting as a 
portrait of the pope who excommunicated Frederic II. at the 
Council of Lyons.^ This monument cannot be by Masuccio I., who 
died about thirteen years before its erection, nor by Pietro di a.d. 1318. 
Stefano, who sundved him only about five years; but it may be Masuc- 
the work* of his son, Masuccio II., the godson and pupil of ^^n ' 
Masuccio I. n^^)' 

According to De' Dominici and his copyists, nearly all the ^^^^c?). 
churches and tombs of this epoch are to be attributed to this artist ; 
but so many of their assertions have been proved incorrect, that we 
have but little faith in those which are not confirmed by docu- 
mentary evidence. They tell us that when he was a very young 
man he attracted attention by a design for the church of the 
SS. Annunziata, and that on the death of his master Masuccio L 
he spent several years in study at Rome, and then returned to 
Naples, where he was graciously received by King Robert and 
commissioned to build the church of Sta. Chiam^ which had been 
commenced by an incompetent foreign architect. "There seems no 
reason to doubt the truth of this story, but it is liot easy to believe 
that he sculptured the Angevine monuments within its walls, as 
their character bespeaks a Tuscan influence, under which, as far as 
we know, Masuccio never came. Several Tuscan artists resided at 
Naples in the course of the fourteenth century, and it is natural to 
suppose that they with their scholars sculptured all such. There 
was, for instance, Maestro Tino or Lino da Camaino, a noted Tinoda 
Sienese architect and sculptor, who came to Naples before the year 
1321, and probably died there about sixteen years later.* He was 
employed by Duke Charles of Calabria, with Francesco da Vico a.d.i326. 



> Gregorovius, Les Ti/inheaux des Papes, p. 113. 

* Innocent IV. belonged to the Genoese Fieschi Counts of Lavagna. He died 
at Naples, after a reign of eleven years. 

' Dedicated in 1340, according to the inscription on the campanile. Schnltz, 
op. eit. iii. 62. 

* Tvscan Sculpiore, i. 99 ; Schultz, iii. 57. 
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and Matteo di Bolocco, to build the Carthusian church and cloister 
of San Martino ; and was appointed by the last will and testament 

Died 1328. of Quccu Maria (widow of Charles II. of Anjou), together 
with a Maestro Gallardus or Gerardus da Sermona, to make her 

Tomb of monument in the church of Sta. Maria Domna Regina, which she 

Queen , , , 

Maria had rcbuilt and endowed,^ This tomb, which is erroneously attri- 
ria Domna butcd to Masuccio II. by Neapolitan writers, consists of a sar- 
^°** cophagus standing under a tent-like canopy. Winged statues of 
Fortitude with a dead lion and a club, Justice with globe and 
sword, Prudence with double face, holding three books in her 
hand, and with a snake about her arm, and Modemtion with a 
bird pecking at a fi'uit in her hand, support the sarcophagus. Its 
front is divided into Aiches by colonnettes spanned by pointed 
arches, whose spandrils are adorned with mosaics. The niches 
are filled with seated figures of King Robert and his first wife 
lobnthe of Aragon, his father King Charles II., his son the 
Duke of Calabria, and his brother St. Louis of Toulouse, relieved 
against a background of black marble. Angels hold back the 
curtains from above the Queen's effigy, which lies under a Gothic 
canopy supported upon marble pillars incrusted with mosaic. A 
medallion of Christ giving the Benediction is placed in the centre 
of the gable, on one side of which the kneeling queen is presented 
to the Madonna by an angel, while on the other she stands holding 
a model of the church. Two angels are placed on the sides of the 
sloping roof, on the apex of which is a small figure holding a 
shield, upon which keys and crosses are sculptured. 

This monument must have served as a type for those at Santa 
Chiara. Their architectural features are identical ; each consists of 
a Gothic canopy supported upon columns, beneath which stands a 
sarcophagus with a sepulchral effigy, exposed to view by curtain - 
drawing angels. The figures in some of the bas-reliefs are relieved 
against a dark blue background thickly studded with gilded lilies, 
and have their hair, robe-borders, and accessories picked out with 
gold. In others the white figures are set upon a background of 

* Doc. 368, Schultz, iii. 146, mentions an order given by King Robert to his 
agents at Rome to obtain and forward the marbles needed by the sculptor Gallardns 
for this monument. Documents of the time of King Charles II. record the 
appointment of Tino da Camino and Grallardus, and mention the sums paid to 
them during it« progress and when it was completed, a.d. 1326. 
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black marble. This system of decoration^ was either first used at 
Naples upon the tomb of Queen Maria, which we have just described, 
or upon the pulpit at Sta. Chiara, whose bas-reliefs represent early 
Christian martyrs, broken on the wheel, decapitated, or immersed 
in boiling oil. The figures are treated very simply, being in fact 
mere silhouettes, which stand out against the black marble back- 
ground as if cut in white paper. (See Plate IX. No. 2.) The 
sharp contrast is disagreeable when brought too near the eye, but 
at a great distance, as in the eleven bas-reliefs from the life of 
Saint Catherine upon the fix>nt of the organ loft, it has the advan- 
tage of giving great distinctness to outline. The Angevine monu- Angerine 
ments at Santa Chiara are of rare historical interest, inasmuch as sta.chiara. 
they commemorate that eventful epoch in NeapoUtan annals which 
commenced with the reign of King Robert and ended with that 
of his granddaughter, the too famous Queen Joanna 1. The most 
important among them is that of King Robert himself: *signor 
savio ed espertissimo in pace ed in guerra, e riputato un altro 
Salomone dell' et^ sua.'^ Passionately fond of books, which * were 
always by his side by night and by day, sitting or walking, in war 
and in peace, in prosperity as in adversity/^' this* rare nionarch won 
the gratitude of the. men of letters- of his time by the esteem in 
which he held them, and their admiration by his personal attain- 
ments. Before Petrarch was crowned with laurel at Rome, he I'ebruaiy 
went to Naples and voluntarily submitted to be examined by King 
Robert, who gave him a diploma setting forth his titles to the 
honour about to be conferred upon him by the Roman senate, 
bestowed upon him his royal mantle to wear at the ceremony * and 



1 This Bystem of decoration waa used by tlie Greeks. Bas-reliefs in Parian 
marble were attached to the frieze made of the black marble of Elensis which 
runs round the four sides, and the northern prostasis of the Erechtheion at Athens. 
M. Beul6 (Acroj)ole d'Athenes, ii. 287) says, * Cependant Taspect de figures 
blanches qui se d^tachaient sur un fond noir oiit 6t6 dur et triste, s'il n'eiit 6t6 
adouci par les teintes qui distinguaient selon Thabitude les omements, les chevelures 
et les draperies.' 

2 Giannone, ojp. cit iii. 126 ; Cantu, St. degli Italiani, vol. ii. ch. vi. p. 741, and 
ch. xiv. p. 868. 

3 ' Nee minis, nee insultibus nee blanditiis fortun©, nee inertia temporum a 
studiis abstrahi quivit ; unquam, sen pacis seu belli negotium tractaret, seu curam 
corporis ageret, per diem et per noctem, ambulans sedensque libros prope se 
voluit.' — JDe Ber. Mem. i. 405. 

* Gregorovius, Oeschichte der Stadt Ram^ vi. 210. 
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being unable on account of his great age to assist at it in person, 
sent in his stead two officers of his household. 

An ardent partisan of the Popes to whom he owed his crown, 
much of King Robert's reign was passed in fighting for them against 
the German emperors Henry VII. and Louis of Bavaria, who would 
have destroyed his kingdom had not the first died suddenly at 
Buonconvento, and the second been forced to retreat from Rome. 
Occupied in repeated and fruitless attempts to get possession of 
Sicily, and constantly obliged to reduce his turbulent barons to 
subjection by force, his public life was full of disquietude, while 
the death of his only son Duke Charles of Calabria, upon whose 
tried capacities for government he had counted in the future, 
clouded his private life with bitter disappointment and grief. The 
succession had by Duke Charles's death devolved upon his daughter 
Joanna, who had been married by King Robert to his nephew An- 
drea.^ Their unhappy union, and the character of the future queen, 
filled the old monarch with apprehension, and helped to bring down 
his grey hairs in sorrow to the grave. A few months after his 
Jan. 16, death Queen Joanna announced by letter to her faithful subject 
Jacobus de Pactis, that she had commissioned the Florentine 
brothers Pancius (Sancius) and Johannes to erect a monument to 
Tomb of her grandfather at Santa Chiara.' These artists, who are otherwise 
Kobert. uuknowu, crcctcd the imposing Gothic structure which surmounts 
the doorway to the nuns' choir, towering above the high altar. Its 
Gothic canopy rests upon double columns, decorated with well- 
draped statuettes of the Virtues, some of which are very pleasing 
in sentiment. The gable is adorned with a roundel supported by 
angels, containing a bas-relief of the resurrection of our Lord. 
Under this canopy is a recess shrouded by curtains ornamented 
with golden lilies. Their heavy folds are held back by angels who 
look down upon the dead king. (See Plate IX. No. 3.) Dressed 
as a Franciscan monk, with a crown upon his head and a cross upon 

* Andrea was the son of Carobert, king of Hungary, whose clainis to the throne 
of Naples as grandson of Charles U. of Anjon and son of Charles Martel had been 
set aside by Pope Clement V. in favour of King Robert 

2 Reg. JohannsB I. sine litera, fol. 8, no. 1, doc. cdxix., dated September 1, 1343. 
The contract 'Inter curiam nostram ex parte una et magistros Sancium et 
Johannem de Florentia marmorarios fratres,* is dated February 24, 1343. (Vide 
Schultz, op. cit. iv. 170.) This contract clearly proves that the general attribution 
of the monument to Masuccio II. is erroneous. 
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his breast, he lies on the top of a sarcophagus, whose front is 
decorated with a row of flat niches, containing small figures in low 
relief of the king with his two wives, lolanthe and Sancia, and of 
his son Duke Charles with his wife Maria of Austria, and their 
daughter Queen Joanna, relieved against a deep blue background 
studded with golden lilies. Above this curtained recess is a lofty- 
tabernacle similarly decorated, containing a life-size statue of the 
king seated and holding a globe and a sceptre in his hands« ( See 
Plate IX. Fig. 4.) The lines of his face are hard and stiff, his 
eyes without expression and his figure clumsy and ill-proportioned. 
Above the tabernacle is a group of St. Francis and Santa Chiara in 
the act of presenting King Robert and Queen Sancia to the Madonna, 
who sits with the infant Jesus standing upon her knee. 

The Tuscan features of this monimient are repeated in all the 
tombs about the choir. Giannone tells us that Duke Charles was Tomb of 
the first member of the royal family buried at Sta. Chiara, but as he Duke of 
died long before the church was completed, his body must have been died nI^' 
deposited elsewhere in the interim, and his monument may not have 1328^^ ^^' 
been made until after that of King Robert.* The recumbent effigy 
is draped in a royal mantle painted blue and decorated with golden 
lilies, and the front of the sarcophagus is adorned with small figures 
in relief representing the duke, with a sceptre and a sword, sitting in 
the midst of his counsellors and vassals, the first in their robes of 
office, and the last in short doublets and cloaks. The wolf aad 
the lamb drinking out of the same cup, sculptured at his feet, 
symbolise the wise and just conduct of affairs by which, while 
governing the kingdom during his father's absence, he induced the 
turbulent nobles to live at peace with their inferiors. The winged 
figures of Justice, Temperance, Prudence, Force, Clemency, and 
Hope, grouped about the columns which support the sarcophagus, 
are the well-merited emblems of his virtues. Though the general 
effect of this tomb is rich, the figures sculptured about it are cold 
and lifeless, and of little value apart from their office as decorative 

* Staria di N(vpol% iii. 128. When King Robert (says Giannone) asked Duke 
Charles how he liked Santa Chiara, he replied that, being without transepts and 
surrounded by many little low-roofed chapels which opened out of it like stalls, it 
looked to him like a stable. Piqued by this answer, or moved by a prophetic 
spirit, the king said, * Gkni grant, my son, that you may not be the first one of us 
to eat in this stable.' 
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accessories. They are greatly inferior to those sculptured at the 
same period by Balduccio Pisano for the tomb of St. Peter Martyr 
at Milan, and yet their unknown sculptor came like Balduccio 
within the range of Giotto's vivifying iifluence, when that great 
painter worked at Naples for King Robert after working for Azzo 
Visconti at Milan. ^ The only piece of sculpture at Santa Chiara 
which reminds us of him, is a bas-relief set up in memory of the 
infant Maria Durazzo who, wrapped in swaddling clothes, is borne 
to heaven by two angels.^ (See Plate IX. No. 1.) Their type of 
face and cast of drapery are decidedly Giottesque, and the simple 
trust expressed in the child's face and attitude is such as the 
great painter would not have disowned. It is uncertain whether 
Marie de Valois, the second wife of Duke Charles, or his daughter 
Joanna I., Ues buried in the monument next his own.» The recum- 
bent effigy draped in a long blue mantle lies on the top of the 
sarcophagus, which rests upon female Caryatides standing on the 
backs of lions. The queen and her attendants are represented on 
the front of the sarcophagus, one end of which is decorated with 
well-draped figures of St. Elizabeth and Santa Chiara in flat Gothic 
niches. In another Gothic tomb on the opposite side of the church 
lies Maria, the sister of Joanna and wife of her second cousin 
Charles, Duke of Durazzo. The short-proportioned, broad-faced 
figures in the bas-reliefs upon it are of white marble set against a 
Character black background. Here, as in all the other reliefs of which we 
sculptures, havc been speaking, the figures are tame and lifeless, with little 
or no attempt at action, but in the bas-relief of the dead Christ 
between the Madonna and St. John upon the tomb of Agnese di 
Perigord (mother of the duke) the faces are so grotesquely twisted 
that it is hard to tell whether they smile or weep, and their 
gestures are violent and extravagant. 

There are then six distinct styles perceptible in the sculptures 
at Sta. Chiara which we should thus define. The first and best is 



* Cavalcaselle says that the Incoronata frescoes generally attributed to Giotto 
were painted long after his death. He states that King Robert called him to 
Naples in 1830. 

* * Obiit die xmi. Jannarii, xn. mo. ano Dm 1344.' 

* Giannone, op, cit., says, at vol. iii. p. 194, Storia di NapoU, that Johanna is 
buried there ; but the inscription upon the tomb which records her name is con- 
sidered to be of doubtftil authenticity. 
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that of the curtain-drawing angels and the statuettes in niches upon 
King Robert's monument, all probably the work of the Tuscan 
artists employed by Queen Joanna. The second and worst is that 
of the seated statue of King Robert, which reminds one of an ugly 
idol. The third is that quiet, lifeless, but comparatively correct 
style, in which the effigies and relief figures upon the monuments 
of Duke Charles of Calabria, Queen Joanna I., and Maria da 
Durazzo are executed; the fourth is the Giottesque style of the 
relief of her iniant daughter ; the fifth, that extravagant and man- 
nered style exemplified by the relief upon the tomb of Agnese di 
Perigord ; and the sixth, that of the simple arid outlines upon the 
pulpit and organ-loft. Rejecting the co-operation of Masuccio IT. 
in any of these works, we accept him as the sculptor of the very 
picturesque Gothic tomb of the Duchess Catherine of Austria at Tomb 
San Lorenzo, which differs from them in every respect. It is a Duchess 
quadrangular structure, with a pointed roof supported upon spiral of*A^I 
columns, divided midway by the sarcophagus, under which a doorway Lorenzo. 
leads into the choir. The sombre hue of the dark stone of which it 
is constructed is lightened by mosaics let into the spirals of the 
columns, the pinnacles at each end of the architrave, and the lunette. 
Statuettes of SS. Peter, Paul, Catherine, and Louis of Toulouse 
stand at the head and feet of the recumbent effigy, and the front of 
the sarcophagus is decorated with roundels containing half-figures 
in relief of the Madonna, SS. John the Evangelist, Anthony of 
Padua, Francis, and Santa Chiara. No Tuscan influence is here 
perceptible, but the curtain-drawing angels again appear in the 
monuments of Carlo da Durazzo, and of Robert d'Artois and his Died 1347. 
wife Giovanna da Durazzo in the same church, which are possibly Died issr. 
by the artists who made King Robert's monument. Little has 
been accomplished towards clearing up the obscurity which prevails 
about Masuccio and his works. His name is not mentioned in any 
inscriptions or documents of the time, and no better proof of his 
ever having existed is to be found than vague tradition and bold 
assertion, which fixes the date of his death in 1387 at the age of 
ninety-six. 

But few among the marbles of the fourteenth century by 
anonymous sculptors, besides those already spoken of, are worthy 
of attention. One only, though very poor as a work of art, may be 
described on account of its subject. It is an ex-voto bas-relief, on b«i-reiief. 

I 2 
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the outside of the church of St. Peter Martyr, which was dedicated 
to the Holy Trinity by a certain Franceschino da Brignole, who 
fsei^^^^*' had twice escaped death when all his companions were drowned.^ 
It represents Death as a crowned skeleton, standing above a heap 
of dead kings, popes and bishops, in colloquy with a merchant 
who, while oflTering a sack of gold as a ransom for his life, says : 

* Tutti ti volio dare 

Se mi lasci scampare ; ' 

but the inexorable answer of the monarch is : 

* Se me potest! dare 
Quanto se poteste dimandare 
Nun te pote scampare la Morte 
Se ti viene la sorte/ 

A tablet in the centre of the relief is covered with an inscription, 
in which Death asserts his power over all mankind, and warns 
those who read to make good use of their remaining term of life. 

As we have found the fourteenth century filled with the name of 
Masuccio II., so shall we find the fifteenth occupied with the names 
c^<^e. ^^ ^^ scholars, Andrea Ciccione and the Abbate Bamboccio. The 
first of these artists, who is said to have built the churches of 
Santa Marta and Monte Oliveto, and to have sculptured a monu- 
ment to Giosu^ Caracciolo, formerly in the duomo, was selected by 
Tomb of Queen Joanna II. to make that of her brother King Ladislaus 
disiaus. for the church of San Giovanni a Carbonara.^ It is a towering 
pile, three stories in height, rising above the door which leads 

* * Mille landi faccio a Dio Padre ed alia Santa Triniti — due volte me aveano 
scampato, tntti gli altri ftirono annegati — Franceschino ftii de Prignale feci fore 
questa memoria alii 1361 de lo mese di Agosto, 14 Indizione.' 

* There are no certain data as to the author of this tomb. Ciccione is not 
mentioned by Summonte {Historia della Gitta e Regno di Napoli)^ Colano or 
Eugenio Carraciolo (Napoli Sacra), All that we know about him rests upon 
the doubtful testimony of Cresconius and de' Dominici (Vide Schultz, ui. 86.) 
Giannone, iii. 230, says that, as Ladislaus died excommunicate, Giovanna had him 
buried without pomp at San Giovanni a Carbonara. Aflerwards she raised a 
monument to his memory, ' per la quality di quei tempi assai magnifico e reale, 
che ancor oggi si vede.' The same writer speaks of King Ladislaus and Queen 
Joanna II. as * due portentivi mostri di hbidine e di laidezza.' After the death of 
Carlo m. (detto della Pace) the throne of Naples was disputed between his 
widow, Queen Margaret, for her son Ladislaus (whose cause was favoured by Pope 
Urban VI.), and Louis of Anjou (the adopted son of Queen Joanna I.), backed by 
the anti-Pope Clement VI. Ladislaus was a proud, ambitious, prodigal, and dissi* 
pated man. He died at the early age of thirty-six, a.d. 1414. 



NAPLES. 61 

from the choir into the sacristy. Four colossal statues of Tem- 
perance, Prudence, Justice, and Fortitude flank this doorway, 
and serve as Caryatides to support an open arched gallery, within 
which are placed six seated statues of life-size, representing King 
Ladislaus and his mother. Royalty, Charity, Faith, and Hope, 
Above this gallery is a curtained recess, which contains a sarco- 
phagus bearing the recumbent effigy of the King watched over by 
curtain-drawing angels, and figures in relief of the King and Queen, 
and two other royal persons. Upon the topmost pinnacle of the 
structure Ladislaus is again represented, seated upon his war-horse, 
and holding a sword in his right hand. The eyes of the statues 
and statuettes are coloured, their hair and robe-borders are gilded, 
and they are relieved against backgrounds painted blue and adorned 
with gilt fleurs-de-lys.^ The general effect of the monument, with 
its statues, statuettes, arches, and pinnacles, its gilding and colour, 
is imposing, but close examination reveals coarsely-executed details 
and clumsily-proportioned forms, which show Ciccione to have been 
a mediocre sculptor, who working in the style of his predecessors 
reproduced their defects upon a magnified scale. 

After thus employing Ciccione to perpetuate her brother's 
memory. Queen Joanna called upon him to render a like service to 
that of her lover, the Grand Seneschal Gian Caracciolo who after 
long ruling Naples with the power and state of a king, was murdered August 19, 
by a band of conspirators. In the days of his prosperity he had 
built a chapel at San Giovanni a Carbonara, and in it his bloody 
corpse was buried by four monks on the night after his assassination.^ 
The monument which Ciccione raised upon the spot where they laid Tomb of 

^ *' Sep Gian 

him consists of a sarcophagus supported upon the shoulders of three Caracdoio. 
amed knights, who bear in their hands emblems typical of Justice, 
Strength, and Prudence. A stiff realistic statue coloured to resemble 
life stands upon the top of the sarcophagus, between two seated 
lions with helmets upon their heads. Gaudy with colour and gild- 
ing, ugly in design, and coaraely executed in all its details, this 
monument has but one original feature of doubtful taste, namely, 
the representation of the Virtues in a military garb. 

1 Lionardo di Bisuccio, a Milanese artist, gilded this monument as well as that 
of Ladislaus ; and Scilla, a sculptor from Milan, worked with Ciccione upon 
both. 

* Giannone, iii. 256 ; Cantu, op, cit vol. ii. ch. xiv. p. 880. 
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Bamboc- We have found little to say in praise of Ciccione, and we cannot 
1361, Sed say much more in that of his contemporary, the Abbot Antonio di 
1422 (?). Domenico Bamboccio, from Pipemo. He built the overloaded and 
extremely florid Gothic fa9ade of San Giovanni a Pappacoda, and the 
jLjy, 1407. portal of the duomo. The Cardinal Enrico Minutolo, by whom it was 
ordered, was so delighted with it, that he made him abbot of a con- 
vent near Naples from which he derived a revenue of four hundred 
Portal of ducats a year. The Cardinal is represented in the lunette of this 

the duomo. 

portal kneeling before the Madonna, to whom he is presented by his 
patron saint; and in the pointed gable are groups of angels and a 
roundel, within which is sculptured the coronation of the Madonna. 
The side posts and pinnacles are enriched with niches containing 
statuettes of saints, and the tall finial is surmounted by the statuette 
of an angel. The architecture is overloaded with ornament, and 
the figures are short, heavy, and lifeless. We need not describe 
Monu- the monument of Cardinal Enrico Minutolo, nor that of Cardinal 
B^bo/ Carbone.^ The curtained recess, the watching angels, the recum- 
bent effigy and the Gothic canopy, are elements conmion to both, 
but while the first is profusely and gaudily coloured after the fashion 
of the old Neapolitan school, the second is like the Angevine tombs 
at Sta. Chiara, not only in general form, but in the use of a black 
background in the relief upon the front of the sarcophagus.^ The 
best features of the Carbone tomb are the statues of the Virtues 
under the sarcophagus, which, though thickset and inexpressive, are 
carefully draped and well posed. There are no essential points of 
Margaret diflFereuce between it and the monument by Bamboccio to Margaret 
diedui?' ^^ Durazzo in the duomo at Salerno. Four statues of Prudence, 
Force, Temperance and Justice support the sarcophagus, whose 
front is adorned with a bas-relief representing the Queen seated 
upon a throne, surrounded by nuns and ladies of her court. Thus 

* Cardinal Carbone, a Neapolitan patrician, and the reputed nephew of Pope 
Boniface IX., was a Cistercian monk, renowned from his yonth for laming and 
devotion to the Romish Church. He filled many offices of trust under Popes 
Urban VI. and Boniface IX., and died at Rome a.d. 1405. (Cardella, MemoHe del 
Cardmali^ ii. 297.) 

* This tomb stands in the Minutolo chapel above the altar. The baldacchino 
is ascribed by de' Dominici to Masuccio II., but we believe it to be by Bamboccio, 
as its sculptures are in the same style as the altar-tomb. The simple sarcophagi 
on either side of the altar, with recumbent effigies, reliefs of saints in roundels 
and mosaics, are probably by Masuccio II. Cardinal Orso Minutolo (in 1327) and 
Filippo Minutolo (in 1303) lie buried in them. 
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far our artist's style is cold and uninteresting, but the bas-relief 
upon the tomb of Lodovico Aldamoresco, in the cloister of San 
Lorenzo, shows us that as he grew old it became extravagant and 
confused. The tomb formerly stood in the family chapel within the 
church, where an inscription exists which tells us that it was made 
in the seventieth year of his age by Bamboccio, painter and sculptor 
in all sorts of stone and metal, for the faithful and beloved coun- 
sellor of King Ladislaus, the admiral of his fleet. This distin- i^otIoo 
guished personage lies clad in armour, with a dog at his feet, moresco, 
on the top of the sarcophagus which is supported by four knights, 
Aloisius, Antonius, Perottus, and Galeottus degli Aldamoreschi, 
with turbans upon their heads, and with swords and lances in their 
hands. The relief on the fix)nt of the sarcophagus represents a 
crowd of persons confusedly put together, all pressing towards the 
Madonna, who sits at one end of the composition clad in robes 
cut up into numberless sharp-cornered superposed folds. Behind 
her stands St. Catherine with other saints, and before her kneels 
a knight., upon whose shoulder one of the three kings rests one 
hand, while with the other he offers her a globe surmounted by 
a cross. Another member of the family approaches her led by an 
angel, and a crowd of women, pages, soldiers with banners, and 
horses choke up the remaining space. 

Bamboccio died about a year after completing this tasteless, 
overcrowded, and rudely sculptured work. The simplicity and 
absence of pretension, which but slightly redeemed the monotonous 
and formal style of the school to which he belonged, were the fruit 
of Tuscan influence, but while the Tuscan masters who settled in 
the southern capital during the fourteenth century thus favourably 
affected art, their successors, though men of an infinitely superior 
grade, Idt it much as they found it. At the time of Bamboccio's Tuacan 
death Ghiberti and Donatello were in the plenitude of their powers, wopkiM 
and only seven years later DonateUo and Michelozzo erected the ^^ \\^' 
noble tomb of Cardinal Brancacci in the church of San Angelo a 
Nilo. Later in the century Antonio Rosellini and Benedetto da 
Majano enriched Monte Oliveto with bas-reliefs of great beauty; 
Giuliano da Majano built and sculptured the portal of Santa Barbara; 
and several excellent sculptors from other parts of Italy aided in de- 
corating the superb triumphal arch over the entrance to Castelnuovo, 
which commemorated King Alfonso's triumphal entry into Naples* a.d. 1442. 
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Alfonso of Although Joanna II. had adopted Alfonso of Aragon as her 
^^^^' heir long before her death, she left her kmgdom by testament to 
Ren^ d'Anjou, who for some time succeeded in maintaining posses- 
sion of it against Alfonso, and against the Pope, who declared it to 
be a fief of the Church. The fortunes of Alfonso were for a time 
adverse. He was beaten in a naval battle by the Genoese, and 
given up as a prisoner to Filippo-Maria Visconti, then Lord of 
Genoa as well as of Milan, whom he so thoroughly persuaded of the 
danger to his own possessions if an Angevine prince were seated 
upon the throne of Naples, that he not only liberated him, but 
also furnished him with means to regain his kingdom. This had 
in the meantime been facilitated by the death of the famous Captain 
Giacomo Caldara, who had espoused the cause of King Ren6 ; and 
Alfonso, having discovered a subteiTanean passage under the walls 
A.D. 1442. of Naples, entered the city, and put an end to the long-established 
jLj). 1443. rule of the house of Anjou.^ In the following year the municipal 
Triumphal authorities decreed that a triumphal arch should be erected in his 
Alfonso's honour. The date of the decree is generally given as that of the 
Cas^ * erection of the arch, but as we know that the great round towers 
a.d!T45i. between which it stands were not built until eight years later it 
is impossible that it could have been commenced so early as is 
usually supposed.^ There is a story that the arch was first raised 
upon the piazza of the duomo, and that Alfonso at the solicitation 
of one of his knights who complained that it interfered with the 
view from his windows, ordered it to be taken down. If this be so 
the current date doubtless refers to the time when this first arch 
was set up, nor is it unlikely that it was a temporary structure, 
intended to try an effect which was found to be unsatisfactory in 
so confined a space.^ 

A mortuary inscription at Sta. Maria Nuova tells us that the 
principal architect of the existing arch was Pietro di Martino, from 
Milan,* an artist much in favour with the king, who bountifully 

^ Cantii, op. dt. vol. ii. ch. cxiv. p. 882 ; Giannone, vol. iii. ch, vii. lib. xxv. 

* The contract for the tower was made on the 19th of April, a.d. 1451, with 
certain masons from La Cava, named HonoMo de Jordano, Pertellos de Mariano, 
Colnza de Stescio, and Carolo de Mariano. (Vide Schnltz, vol. iii. p. 186, doc. cdxliz.) 

* Schnltz, iii. 116. 

* * Petrus de Martino Mediolanensis, oh triumfhalem areis novcB arcum solerter 
strtwtum rege in eqnestrem ad sacra (?) ordinem et ab ecclesia hoc sepulchro pro 
so ac posteris snis donari meruit, mccclxx.' 
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rewarded his services, and raised him to the rank of cavaliere.^ The pietro di 
sculptors of its bas-reliefs were Isaia da Pisa, Silvestro and Andrea died mo. 
dair Aquila, and some unknown artists.^ 

It is divided into four stories, three of which are pierced with 
arches, while the fourth is decorated with niches containing sta- 
tuettes of the Virtues. Each of the arches is flanked by Corinthian 
columns, and the spaces between the stories are adorned with rich 
friezes, composed of amorini with festoons, masks, putti, lions' 
heads, children riding on sea-horses, &c. &c. Every inch of space 
is covered with leaf and other ornament, worked with the utmost 
care. The figures are sculptured in bold alto-relief within recesses 
(divided by caneUated columns and pilasters), whose ceilings 
and walls are elaborately ornamented with medallions and panels. 
King Alfonso is represented, in two of the reliefs, surrounded by 
his knights clad in armour; in one with his head bare, standing 
with a dog lying at his feet, in the other wearing his helmet, and 
leaning on his shield. The knights are armed with spears, daggers, 
lances, and shields, and though a little stifle in outline, are living 
and varied in attitude and expression. In a large bas-relief upon 
the second story the king appears in a triumphal car surrounded 
by a crowd of people. The two genii which support the royal arms 
are perhaps by Andrea dall' Aquila, the scholar of Donatello. The 
cold uninteresting late Renaissance style of the river gods, masks, 
and statuettes, sculptured by Merliano da Nola in and about the 
lunette which crowns the whole structure, contrasts most disad- 
vantageously with that of the earlier sculptures, which belong to a 
period when the antique was imitated without slavishness. Giovanni Giovanni 
Merliano da Nola is, nevertheless, the most lauded as he is the daNoU. 
best-known of Neapolitan sculptors. He was the son of a leather 
merchant named Giuseppe, who being obliged to leave Nola and 
take up his residence at Naples on account of a lawsuit with his 
former partner, fell ill and died there from anxiety of mind. ^^- „, 

^ . . 1478 (?). 

Having shown a decided taste for drawing and modelling, the young 
Giovanni was allowed to enter the studio of Agnolo Aniello di ^s?""}^ 

° Anirllo 

Fiore,^ a noted sculptor in the latter part of the fifteenth centur}'^, ^» ^***'*;, 

' Celano, Noiizie di Napoh\ iii. 38 ; Sesta Giomata. j^ 

* Vide Appendix to Tuscan Sculptors^ vol. ii. p. 210, letter K}. ; and the (Com- 
mentary appended to the life of Oiuliano da Majano, Yasari, vol. iv. 

• De* Dominici incorrectly states that he was a son or nephew of the well- 

K 
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whose best work is the tomb of Francesco Caraffa in the Cappella 
del Crocifisso at San Domenico/ Here he must have made astonish- 
ing progress, if it be true that he sculptured the wooden bas-reliefs 
of the history of our Lord for the sacristy of the church of the 
Annunziata before he was twenty. Their pictorial character lends 
a colour of truth to the statement that he made them under 
Aniello's influence, but the attitudes of many of the figures, bits 
of the draperies, and especially the statuettes of prophets, are so 
plainly inspired by Michel- Angelo, whose works Merliano is said to 
have studied very closely at Rome, that we are disposed to assign 
to them a later date. The influence of Michel- Angelo is not shown 
by an exaggeration of muscular development or violence of action, 
nor by anatomical display or treatment of surface, but rather by 
such minor matters as the posture of hands, and the character of 
architectural accessories. The monuments of three brothers in the 
church of San Severino illustrate this remark, and may be taken 
Tragical as pcrhaps the best examples of Merliano's style. Few stories are 
the three morc tragical than that of lacopo, Ascanio, and Sigismund, the 
sl^s^ * virtuous, valorous, and handsome' sons of Ugo San Severino, 
Conte della Saponara, and his * prudent and pious wife,' Ippolita 
de' Monti. Scandalised by the shameless intrigues of Donna Lincia, 

known Neapolitan painter, Golantonio del Fiore, which cannot be, as that artist 
died in 1444. He also errs in saying that Agnolo studied under Andrea Ciccione, 
who died in 1455. Neither could he have been related to a second Golantonio da 
Napoli who flourished in 1524. (Vide Schultz, vol. iii. p. 170, note 1; ibid.) 
The annotators of Yasari, vol. ix. p. 19, note 6, say that Merliano first studied 
under Aniello, and subsequently under Michel-Angelo. Vasari, ix. 21, says he 
died in 1558 ; de' Dominici, that he was bom in 1478 and died in 1560. 

* The statuettes of Prudence, Fortitude, and two saints in the pilaster niches 
of this monument are weak, but the bas-relief in the lunette, which recalls Mino da 
Fiesole, is much superior to any Neapolitan work of the time. It represents St. 
Domenic presenting a kneeling devotee to the Madonna, who sits under an arch 
with a vase of flowers by her side. This monument and that of another member 
of the Caraffa family directly opposite to it, evidently by the same hand, is far 
superior to the tomb of Alagni da Bucchianico by Aniello, died 1477, in the same 
chapel. The knight's effigy lies on the top of a sarcophagus, in the front of which 
his wife is sculptured in flat-relief. The hair, robe-borders, and wings of the 
figures, angels and cherubs, which decorate it are gilded. The bas-relief of St. 
Jerome, dated 1515, doing penance at the foot of the cross, a stiff* awkwardly-posed 
figure in the left transept of this church, is ascribed to the same master by de' 
Dominici, who also points out a bas-relief in wood of St. Hubert, at Santa Maria la 
Nuova, as his work, in which the saint, a simple devotional figure, kneels at the 
foot of a hillock on which stands a stag with a cross between his antlers. In the 
background are attendants holding a horse. 
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the wife of her husband's brother Geronimo, Donna Tppolita en* 
deavoured, but without success, to open his eyes. The evil feeling 
thus engendered between them was fenned into a flame by Donna 
Lincia, who, furious at the death of one of her lovers, a servant of 
the three brothers, persuaded Don Geronimo to compass the death 
of his nephews by means of two Sicilian servants. The fatal Not. 6, 
deed was accomplished after a hunting party, when the unsuspicious 
victims, having stopped to refresh themselves, drank poison in their 
wine, and unable to obtain relief, expired soon after reaching home. 
Their unhappy parents sought to allay their grief by the celebra- 
tion of sumptuous funeral rites, in which all the nobles of the city 
took part. Count Ugo it is said, soon after died mad, but Donna 
Ippolita survived him for many years. A touching inscription upon m. ims. 
her grave-slab, behind the high altar of the Cappella San Severino, 
bears witness to her grief.^ The one striking feature of the monu- 
ments of her sons are the life-size statues seated upon the sarco- 
phagus. In each the head is thrown back, and the limbs contracted Their mo- 
as if by pain, not violently, but enough to hint at the cause of byMer- 
their approaching death. The architecture is late Renaissance, and 
the bas-reliefs represent the Madonna adored by angels; God the 
Father in a glory of cherubim, worshipped by Enoch and Elias; 
Christ with seraphs and angels ; and several saints. Though very 
mediocre they are among the best of Merliano's bas-reliefs, which 
are generally in an ultra-picturesque style. Take, for example. Tomb of 
those upon the sides of the tomb of the viceroy Don Pedro da Toledo roy Don 
at San Giacomo degli Spagnuoli, filled with troops of soldiers on Toledo, 
foot and on horseback led by Don Pedro, a clumsy figure on an b™^*i2. 
awkward steed. Hills and towns, harbours crowded with shipping, 
and skies filled with clouds, form the backgrounds to these over- 
crowded, ill-composed pictures in stone, which are really beneath 



1558. 



* * Hospes miserrima, 

Miserrimam deflens orbitateni) 
En ilia Hippolyta Montia 
Post natus foeminas infeliciss. 



Quae Ugo Sanseyerino oonjugi 
Treis masc. expectationis filiis peperi, 
Qui yenenatio poculis 
Vicit in familia pro scelns/ &c. 



The incidents of this story are taken from a mannscript, entitled La Veritd svelata, 
written by Silyio and Ascanio Corona. This MS. was copied for me by its obliging 
possessor, the Cav. Tito d' Albono, of Naples. Greronimo and his wife, who were 
imprisoned at Gastelnnoyo and condemned to death by Don Raimondo da Cordoya, 
viceroy of Naples, were eventnally liberated by Don Oesare de* Ruggieri^ who, 
yielding to the entreaties of their daughter Maria, interceded in their favour with 
Isabella of Anjou. 

k2 
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Other 
works by 
Merliano. 



criticism. The monument is of an oblong shape, and has a flat top 
with feebly characterised allegorical figures at its four comers (see 
Plate X.), and life-size statues of the viceroy and his wife at one 
end kneeling before a prie dieu. 

One of the best among the many works by Merliano in the 
churches at Naples is an elaborate altarpiece at S. Aniello, repre- 
senting the Madonna sitting on a crescent moon and holding the 
graceful, child-like, but not divine Infant upon her lap. She 
looks graciously down upon two kneeling figures, who are pre- 
sented to her by SS.'Domenic and Augustine. Below them are 
souls in purgatory liftitig up* their arms for aid. In another 
Madonna della Misericordia, 'at San Piietro ad Aram, the nude figures 
of the rising dead are Michel- Angelesque in style, and carefully 
modelled. There is also a marble group of the Madonna and Child, 
well draped and gracefully composed, in the sacristy of Santa Maria 
delle Grazie, with small figures below it rising from rocky tombs. 
At San Domenico there is a relief of the Virgin and Child over 
an altar, with statuettes of SS. John and Matthew, at whose side 
stands a little angel holding an inkhorn into which the evangelist 
dips his pen, a bit of vulgar reaUsm which shows a very low 
standard of art. The best of MerUano's groups is that of the 
Madonna with the infant Christ and St. John, above the Ligorio 
altftr in the church of Monte Oliveto. The youthful Saviour, who 
standing upon his mother's knee leans forward towards the little 
St. John, is extremely childlike and natural in action. Some little 
proof of the influence which Antonio Rossellino and Benedetto da 
Majano had upon hiin is visible in his bas-relief of the baptism of 
our Lord, at San Giovanni Maggiore, which is delicate in work and 
flat in surface. The high altar at San Lorenzo is ascribed to him, as 
is also the statue of San Sebastian at San Pietro a Majella, and the 
heavy figure of St Michael at San Pietro ad Aram. Compared with 
other Neapolitan artists, Merliano stands high, but he holds no place 
by the side of the really great Italian sculptors, ibr his rounded forms, 
though sometimes graceful, are never beautiful, and his style is 
wanting in vigour and individuality. 

In technical qualities he was surpassed by his compatriot and rival 
Giroiamo . Girolamo Santa Crocc, the pupil of a mediocre sculptor named 
Croce, Matteo, who completed his studies in sculpture and architecture at 
in.i637(?). Rome. His best group is that which he made in competition with 
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Merliano for the Pezzo altar at Monte Oliveto. The gable of the 
niche in which it stands rests upon double Corinthian columns, be- 
tween which are somewhat mannered statues of Saints John and 
Peter. The Virgin with the Child standing upon her knee is well 
draped and carefully worked. The influence of Michel- Angelo 
is unraistakeably evident in the pose of the body and hands, and 
in the cast of drapery of the St. Peter, but it is not exaggerated 
or mannered like other works of that great man's scholars. As 
in Merliano's case, the works of Michel- Angelo which this artist 
knew, belonged to his earlier style, in which there was much less 
show of anatomical knowledge, and much less of that sublime 
exaggeration in form and attitude, which led those who came 
under his influence at a later period into fatal error. 

The Arcadian bas-relief upon the tomb of the Neapolitan poet Tomb of 
Giacomo Sannazaro is unquestionably Santa Croce's best work. 
He was commissioned with Montorsoli, Michel- Angelo's scholar, to 
make this monument for the church of Santa Maria del Parto, but 
as he died while it was in progress it is uncertain how much of it 
is his.^ The bust, the amorini, and the architectural details are 
not sufficiently characteristic to guide us in attributing them to one 
or other artist, but the two seated statues are evidently by Montor- 
soli, and the bas-relief is as clearly by Santa Croce. Apollo sits in 
the midst of the composition dressed in long flowing robes and 
playing upon the lyre; behind him writhes the unhappy Marsyas, 
and opposite to him sits Pan playing upon the syrinx ; between 
them is Neptune with his trident, and in the background a nymph. 
The attitude and relative position of the figures, their character and 
draperies, show a study of the antique which is to be met with in 
no other work of the Neapolitan school; the Apollo is dressed, like 
the lyre-playing Apollo at the Vatican, in long flowing robes,^ the 



* Vide Tvscun ScvlpiorSy ii. 29, life of Montorsoli. 

* * Scopas ftit Taatear de TApollon citliarede, TApolloii qui joue de la Ijre 
(rcOa|oy3oc), rApollon inspire. . . . Noas savons qae rApollon cithar^de de Scopas 
^tait dans le temple d'ApoUon Palatin 61ey6 par Augnste. Les m^dailles, Properce 
et Tibnlle nous apprennent que le dieu s*y voyait rev^tu d'une longue robe — 

Ima videbatur tab's illudere palla; {Tib, iii. iv. 85). 
Pytbius in longa carmina veste sonat ' (Prop, ii. xxx. 16). 

(Ampere, Hist, Romaine a Rome^ iii. 292, 293.) 
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Pan is a satyr of the true antique type, and the body of Marsyas is 
bent backwards like that of a maenad in a Bacchanalian revel. Here 
again we find signs of Michel- Angelo's influence, in the marking of 
the muscles and the position of the hands. The surface of the marble 
is highly polished and the details are elaborated with great care. 
Dirers It is hard to understand how the author of this work could 

works by 

Santa havc sculpturcd such a feeble, ill-proportioned, badly-drawn relief 
as the Taking-down from the Cross in the church of San Pietro ad 
Aram,^ or that of the Incredulity of St. Thomas in Santa Maria 
delle Grazie ; crowded compositions, made up of figures whose 
draperies are cut up in sharp, wiry folds. The same want of 
individuality and the same defective draperies are to be found in a 
second bas-relief of the Taking-down from the Cross in the Annun- 
ziata, but here the figures are as much too short as they are there 
too long. 

Mmodei j^q other Neapolitan artists rose above mediocrity. Vasari 

records the name of Mino del Reame, and characterises him as pre- 
sumptuous, arrogant, and boastful.^ Like other weak sculptors, 
Mino had a fancy for making colossal statues, thus calling attention to 
faults which in smaller figures might have passed unnoticed. They 
are strikingly manifest in his colossal statues of SS. Peter and 
Paul, which stand like two huge clumsy dolls in the vestibule of 
the sacristy at St. Peter's. The St. Paul is said to be a portrait of 

A.D. 1462. Demetrius, the despot of the Morea, who brought the head of St. 
Andrew as a present to Pope Pius II., but the resemblance cannot 
be striking, as we are told that he was * procerus et pulcher aspectu.'* 
Vasari tells us that Mino made a monument at Monte Cassino and 
several unspecified works at Naples, but his testimony about this 
artist is quite contradictory as in one passage he makes him the 
sculptor of some of the figures upon the base of the monument 
of Pope Paul II., now in the crypt of St. Peter's,* and in another 

* Vide de' Dominici, ii. 155 ; Vasari, vol. xii. p. 28, note 1. 
« Vol. iv. pp. 131, 132. 

> 'Despotos Morese Demetrius qai caput S. Andreas Eomam detalit, sub 
Pio 11. Papa. Bomsa obiit a.d. 1471 ad cujus exemplar Papa Paulus 11. statuam 
ingentem marmoream S. Pauli quce extat ad scalas S. Petri effingi fecit.' — 
Ciacconius, ii. 958. These statues stood until 1847 at the foot of the great flight 
of steps which lead up to St. Peter's. 

* This statement, made at vol. iv. p. 132 in the life of Paolo Romano and 
Mo. Mino, Vasari himself contradicts in the life of Mino da Fiesole, iv. 233. 



attributes it entirely to him, thus confounding him with Mino da 
Fiesole, its real author, who was immeasurably his superior. 

The tomb of Niccolo di Sangro, in the Capella del Crocifisao at 
San Domenico, by Domenico d'Auria, is bad in design and execution ; DomeniM 
nor is that of Bernardino Hota in the same church, or the bas-relief died W6. 
of the Conversion of St. Paul at Santa Maria delle Grazie any 
better. CaccaveUo's beheading of St. John at San Giovanni Maggiore Annibsia 
is coarse and unmeaning, and his tomb of Fabricio Brancaccio at bom i7ie,' 
Santa Maria delle Grazie is in all respects a poor work. Both '*"*' 
artists were scholars of Naccarini, whose tombs of Ferdinando Nwcarini. 
Majorca and Porzia Camilla at San Severino are worked in a 
smooth, cold, and unmeaning style. Their broken pediments, and 
the statue of Ferdinand reclining in uneasy slumber upon his elbow, 
indicate a period of decadence beyond which we are not called upon 
to venture ; let us look therefore elsewhere for better masters and 
better sculpture. 
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Mcdiwrai RoDie froiii the beginning of the ninth to the early part of the 

fifteenth century suffered by internal feuds, by the attacks of the 
A.D. 1082. Emperor Henry IV. and Robert Guiscard, who did her even more 
A.D. 1084. harm than the Goths or Vandals had done, and finally by the 
A.D. 1306- removal of the popes to Avignon. Her great nobles the Frangi- 

1 370 

A D 1309- P^"^5 *h^ Colonna, and the Orsini, turned her ruins into fortresses ; 

1367. robbers ravaged the Campagna and plundered the pilgrims journey- 
ing to the shrines of the Apostles ; grass grew in her streets, and 
vines overran her fallen temples ; her inhabitants were decimated 

AD. 1318. by the pestilence, and her towers and basilicas were shattered by 
the earthquake. All this Petrarch eloquently sets forth in his 

.lime 28, appeal to Pope Urban V.' * How can you/ he writes, * sleep 
peacefully upon the banks of the Rhone, beneath ceilings fretted 
Avith gold, while the Lateran, mother of all churches, lies roofless 
upon the ground, exposed to wind and rain; while the houses of 
the Holy Peter and Paul tremble, and while the temple of the 
Apostles is a ruin, a shapeless heap of stones fitted to extort 

Oct. 16, sighs from breasts of stone.'^ The return of Pope Urban brouo^ht 
no immediate remedy, and it was not until the election of Pope 

A.D. 1420. Martin V. by the Council of Constance put an end to the schism 
which had long divided the Church, that a new era of prosperity 
opened for Rome. During all these long centuries of decline the 
arts were neglected, and only from time to time was a spasmodic 
activity brought about by exceptional causes. Thus in the days 

Revival of of Charlemaffnc fallen edifices were raised, churches were adorned 

art under ^ *-* ' 

charie- with mosaics, and new buildings were erected by the Popes 

A.i).77i- Hadrian I. and Leo III. Many works which still exist, or are 

A.D. 795- known to have existed, show that the use of the chisel was never 

^^^' completely abandoned. Among these are several sarcophagi in 

A.D. 359. the Lateran museum, and that of the Prefect Junius Bassus in the 

crypt of St. Peter's, works of the fourth century ; the bronze statue 

of the titular saint which was cast in the fifth century by order of 

Pope Leo I. ® in commemoration of the miraculous delivery of Rome 

* * Wie er als Jungling an Benedict XII, als Mann an Clemens VI geschrieben 
hatte, 80 schrieb er jezt als Greis an Urban V.' — Gregorovius, Geschichte der Sladt 
E^jniy vi. 418. 

* Ft. PetrarchsB Op. omnia^ vol. ii. lib. vii. col. 815, Epist. rer. Senilinm. 

* Tonigio, Sac. Orot. Vat. pp. 126-27, and Platner, Besck. Boms, ii. 177. Some 
critics believe this figure to be an antique with restored head and hands. 
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from Attila by the intercession of SS. Peter and Paul; and the 
statue of St. Hippolytus in the Lateran museum, known to be a 
work of the sixth century by the form of the letters in his Paschal 
calendar upon the side of the ' cathedra.' ^ In the seventh century 
the atrium of St. Peter's contained so many Papal tombs that it papai 
was called the portico of the Popes.^ Many of them were destroyed st^PeteJ's. 
when the venerable basilica was pulled down by Julius II. and 
his successors, but greatly as we deplore their loss we must not 
exaggerate its artistical importance, for they were either simple 
slabs bearing inscriptions, or such sarcophagi as we see in the 
Lateran museum, without sepulchral effigies,^ adorned with bas- 
reliefs representing scenes from Holy Writ. A few inscriptions and 
sarcophagi in the crypt of St. Peter's are all that remain of these 
monumental splendours. The earliest Papal inscription among 
them is that of Pope Boniface IV.; and the eai'liest Papal tomb an a.t).608- 
old Christian sarcophagus with Scriptural bas-reliefs, which contain 
the bones of Pope Gregory V.* The next is an immense Roman a.d.996- 
sarcophagus of oriental granite, with masks carved upon its lid, and 
festooned ox skulls upon its sides, in which lies Adrian IV,, f^^g^^^' 
Nicholas Breakspear, the one English pope, who hung and burnt 
the Italian martyr Amaldo da Brescia, and crowned Frederic Bar- 
barossa.^ Of equal historical and far greater artisticEd interest than 
these borrowed tombs is that of Pope Boniface VIII., evidently Boni- 
the work of one of the Cosmati,^ a Roman family of artists of ^ 1303.' 



' Beech. Boms, ii. 329. The upper portion of this statae is a modem restoration. 

* Before the year 408 the popes were buried in the catacombs ; then in the 
portico of St. Peter. (Ibid. vol. i.) 

' * Le principe de la representation individuelle de la personne n'^tait pas 
encore soHdement 6tabli.' — Les Tomheatix dee Tapes romains, par P. Gregoroyius, 
Trad, fran^aise de J. J. Ampere, p. 55. 

^ See Tav. xlvi. Sac. Vat. Bos. Crypt. Dionysius, vol. i., and a description of the 
sarcophagus at vol. i. p. 115, in which the author says the pope was first buried 
elsewhere : also, Torrigio, Sac. Grot. Vat. p. 349. 

* Dionysius, op. cit. p. 49. 

* As anyone may see by comparing it with the tombs of Giovanni Cosmati at 
Santa Maria Maggiore and at Santa Maria sopra Minerva. Yasari, vol. i. p. 244, 
note 3, says that Arnolfo del Cambio built the chapel and sculptured the tomb 
which he signed with his name. But neither Cicognara nor other searchers have 
ev^r been able to find this signature, and that author, as does C. Boito, Arch, 
Cosmatesca, p. 31, believes it to be by one of the Cosmati. Torrigio, Sa/^. Or. Vat. 
p. 371, says it is the work of the mosaieist, Fra Giacomo Torriti, as does De Angelis 
in his life of Fra Giacomo, p. 24. There were two artists of this name, the first a 

L 2 
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whose works we shall soon have occasion to speak. It consists of a 
sarcophagus, over whose front falls a heavily-fringed and richly-em- 
broidered altar-cloth, disposed in symmetrical folds. Upon it rests 
the recumbent eflSgy of the deceased, wearing a pointed tiara with 
a double crown upon his head,^ embroidered gloves upon his hands, 
and embroidered slippers upon his feet. When it was removed 

AD. 1605. from the chapel of St. Boniface in the basilica, which the pope had 
designated as his place of sepulture,^ the sarcophagus was opened, 
and as we know by the accounts of several eye-witnesses, the body 
was found in a wonderful state of preservation. The face wore a 
severe expression, and the long and beautiful hands were so perfect 
as to excite the greatest adminition.^ A small woollen mitre covered 
the head, and the body was draped in pontifical robes richly 
adorned with subjects taken from the New Testament.* A half- 
figure in marble of the same pope, of a ruder type than the monu- 
mental effigy and probably sculptured in his lifetime, is pre- 
served in another part of the crypt, in the chapel of Santa Maria 
Pregnantium.^ 

In the seventh century the bodies of those popes who were 
especially venerated were transferred from the vestibule to the 

A.n.432- interior of the basilica.^ The first popes so honoured were Leo the 

440. , 

Great, to whom a magnificent monument was erected in the vestibule 
A.D.688. of the sacristy; Gregory the Great; and Adrian I., the friend of 

Franciscan monk who made the mosaics of the tribune attached to the baptistry 
at Florence, about 1225; the second * Jacobus Torriti pictor' who made the 
mosaics at Santa Maria Maggiore, at Rome, in 1295. See Cavalcaselle, Hist of 
Vainting, i. 90-95. 

' The predecessors of Boniface wore a mitre with one crown. Pope Boniface 
introduced the pointed tiara with two crowns, to which Urban V., 1362-13 70, 
added a third. (Greg. o/?. cit. p. 127.) 

^ Dionysius, op. cit. vol. i. p. 127, and plate 49. Torrigio, op. cit, p. 371, says 
that Charles II. of Anjou and many nobles accompanied the body of the pope to 
the tomb. 

* Dionysius, op. cit. pp. 128-131 : * Nos etiam, inquit, non solum vidimus 
dictum corpus Pontificis Bonifacii Octavi intactum et omatum vestibus pontificiis 
sed tetigimus nostris propriis manibus.* Grimaldi says that the face * severitatem 
magis quam hilaritatem ostendebat,' and that the hands were so perfect * ut viden- 
tibus summam injiceret admirationem.' 

^ Those preserved at Agnani which belonged to Boniface VIII. are said to have 
been designed by Giotto. They were photographed by Sig. Simelli, of Rome,, in 
the summer of 1864. 

* Engraved in the work of Dionysius, vol. i. pi. xv. and described at p. 31. 
^ Gregorovius, np. cit. p. 64. 
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Charlemagne.^ Kings and emperors, consuls, prefects, and other a.d.69o- 
eminent persons lay side by side in the portico of St. Peter's. 
Among them were Honorius and his nieces Maria and Thermantia, m. 423. 
daughters of Stilicon; Otho II., sumamed the Great, the magnificent m. »83. 
porphyry lid of whose sarcophagus now serves as the baptismal font 
in the church ;^ Helpis, the first wife of the ill-fated philosopher m. 624. 
Boetius; and Caedwalla, king of the West Saxons, who became a 
Christian and, when hardly thirty years old, abdicated his throne and 
journeyed by sea and by land to Rome to be baptised by Pope Sergius 
on the vigil of Easter, and died, ^carididus inter oves Christi,' before a.d.688. 
he had laid aside his white catechumenal robes.^ . Among the monu- 
ments which were broken up when the old basilica was destroyed 
was that of Pope Honorius IV.; his sepulchral eflSgy was then a.d. i285- 
removed to the chapel of his family, the Savelli, at Ara Coeli, and g^^^^ 
placed upon the white marble sarcophagus in which his mother, 9^*^^^*^ 
Vana Aldobrandesca, was buried.* Unlike the greater part of such 
statues the head, raised upon embroidered cushions, is turned 
towards the spectator. The face wears the expression of deep 
sleep, and is remarkably well modelled for the period. The sup- 
posed statue of Pope Nicholas IV.^ (see Plate XI. No. i) behind the a.d. i288- 
high altar at the Lateran, which is altogether rude in execution and Monu- 
stiff in attitude, represents him kneeling with clasped hands, and relics at 
gazing upwards with round staring eyes. Upon his head is a tall t©^. 
pointed tiara and his feet are encased in shoes with soles of extreme 
thickness. This is one of the few relics of the many early monu- 
ments which existed at the Lateran prior to the two disastrous fires 
by which it was almost consumed in the fourteenth century.^ The ^•'>- i^os- 

* The names of Charlemagne and Hadrian were thns conpled together in the 
commemorative epitaph upon the pope's tomb : — 

* Nomina jnngo simnl titulis, clarissime, nostra ; 

Hadrianns, Karolns, Rex ego, tuque Pater.* — ^Dionysius, ii. 133. 

' The sarcophagus is now in the court of the Qoirinal palace. The emperor's 
bones were walled up in the crypt by Pope Paul V., a.d. 1609. 

' Lingard, Hist of England, i. 91 ; Les Matties d* Occident, par le Comte de 
Montalembert, v. 131-32. 

^ Ghi^gorovius, Geschichte der Stadt Bom, vol. v. p. 627, note 61. 

* Beschreibung Boms, vol. iii. pt. i. p. 535. /- 
® The two rudely-sculptured figures of Saints Peter and Paul, behind the high 

altar, some architectural fragments in the beauti^l cloister, parts of the tomb of a 
Milanese count, m. 1287, with portions of those of Antonio de Claribus, m. 1274, 
and of Gcrardus Blahcus, m. 1302, in the side aisles, belonged to these monuments. 
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A.D. 1825. Bame destructive element brought ruin upon the greater part of the 
Monu- marbles at St. PauPs * extra muros' in the early part of this century; 
reiicB at the Gothic ciboiium designed by Amolfo del Cambio/ the paschal 
A.D. 1389- candlestick, and a much-mutilated statue of Pope Boniface IX. of 

clumsy workmanship which now lies neglected in the adjacent 

cloister alone escaped.*^ 

No Roman sculptors', names are mentioned in any inscriptions 

between the fifth and ninth century.^ One of the tenth at Santa 
clml-^' Prassede* gives us that of a Magister Christianus, the author of a 
tianus, monument to a certain Cardinal Peter, who assisted at the council 

flonrishea 

about 964. held at the Lateran by Pope Leo VIII. in the year 964.^ Many 
marWe- namcs of marble -workcrs who lived after this date are to be found 
in the inscriptions not only in churches at Rome, but in those of 
towns within a range of forty or fifty miles around it. These in- 
scriptions are engraved upon arches, friezes, and monuments, as 
well as upon the pulpits, bishop's thrones and ciborii, which are 
disposed, as we still see them in the venerable church of San 
Clemente at Rome, within a space around the high altar separated 
from the rest of the building by a marble parapet called the Can- 
cellum, which was appropriated to the deacons and triple choir. 
One of the two ambos or pulpits placed on the right and left was 
marked for the reading of the gospel, by the close neighbourhood 
of the paschal candlestick, the other was for the reading of the 

* Tiiscan SculptmSy i. 52-3. 
^ * D. O. Bonifacius IX. P. Max. stirpe Thoma. Uccellus genere Cibo.* The 

pope's family, the Tomacelli, were Neapolitan. 

* Boito, Arch, Cosviatescay p. 5. 
^ The inscription is given by Galetti, Iiisc, Rom. Inf. ^vi, i. 306-7, and by 

Promis, Not. Ep. degll Artisti Manyiorarii Rmitanl — 



* Quid queeris considera diem judicii venturum et Geenna 



CR 

Tl Ignis et noli aliena petere/ scriptum est radix omnium malorum 

A Cupiditas/ omnipotens 8Btemo9 Ds qui cuneta creasti aeternam 

U Concedere dignovis onibus vitam/ et michi famnlo tuo cum 

8 Tuis habere requiem scam [sanctara] post funera regna gaudens, intra 

MA Re beata. • Peccatis nimis plenus ego immerito PBK Petrus 

J Peccata mea recognosco/ cujus fuit famulus putans 

S Remissurus de ignem XP pet . . . propter facinora multa 

^ Despexit mundu et ssbcuI./ Paruu Evangelicas \_»ic'] secutus sum 

R Dni preecepta/ ut invenire requiem scam supplico vos. Orate. 

FE Hunc Sepulchru fecit Petrus Cardinalis PBR. TT. SCORX. Job et Pauli 

^ Fecit sibi et Petro SPRLI. Filio suo.' 

* Besch. Eorris, ii. 209-10; Gournerie, Revue Chrctienne^ i. 253. 
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epistle. Under the altar or * sacrifatorium ' which stood behind a 
second parapet, was the ' martyrium,' and over it the 'ciborium'^ 
supported upon four columns, whose intermediate spaces were some- 
times curtained with veils of precious material, and from the centre 
of whose roof hung a dove-shaped vessel, the ' ostensorium,' con- 
taining the host. Lastly, in the centre of the apse upon a raised 
platform stood the * cathedra,' or bishop's throne. 

The first names which we meet with after that of Magister 
Christianus, are those of Giovanni and Guido, inscribed upon the 
architrave of the ciborium of the church of Santa Maria di Castello, a.t>. loeo. 
at Cometo;^ those of a second Giovanni, with his father Paulus,* and 
his brothers Peter, Angelo, and Sasso, upon the architrave of the 
ciborium at San Lorenzo * extra muros' at Rome; and that of a.d.ihs. 
Nicholas, grandson of Paul and son of Angelo, upon the paschal Pascbai 
candlestict at St. Paul's, which is one of the most curious remains stick, by 
of Mediaeval work at Rome (see Tailpiece). It consists of a round Angelo, at 
column of marble about eighteen feet in height, sculptured with ^* *"^** 
subjects in relief from our Lord's life, resting upon a quadrangular 
base, with animals like sphinxes at the corners. The figures are 
short, clumsy and rudely sculptured, with staring and inexpressive. 

* The ciborium was a remembrance and an imitation of the little temples which 
it was customary to erect above the tombs of the martyrs in early Christian times. 
The ciborium of San Clemente was constructed by Pope Paschal II., 1099-1118 ; 
that at San Giorgio in Velabro is of the twelfth century. (Boito, op, cit. p. 18.) 
The enclosure or parapet at San Clemente is of the ninth century as is proved by 
the monogram of Pope Giovanni VIII., 872-882, sculptured upon it in five different 
places; see Vignotti, Eaccolta delle monete Ponteficie, quoted by Boito, p. 17, who 
however, from the style believes it to be of the last years of the tenth or beginning 
of the eleventh century. (Ibid. p. 24.) 

2 This church was founded a.d. 1121 when Calixtus II. was pope and Henry 11. 
emperor, and dedicated in 1208 by Innocent HE. The ciboiium, which is dated 
1060, i.e. sixty years before the church was founded, must, says Promis, op, cit., 
have been brought fi?om some other building and set up there. Its inscription is : 
' Virginis . ara . pie . sic . e . decorata. Marie . que genuit XR.M. Tanto sub TPR 
Bcriptu, anno milleno vi. et ageno;' to which Gaye, Kwisihlatt, No. 61, a.d. 1889, 
article on Promis, adds : 

* Octo super rursus foit et prior optimus sursus. 
Johs. et Guitto magistri hoc opus fecerunt.* 

' * Joh*s. Petrus. Angl's et Sasso. filii Pauli manner. Hui. opis magistri ftier. 
ann. MCXLVin. ego Hugo humilis Abs. Hoc opus fieri fecit.* The two last names 
of the brothers have been read as Anglus English, and Sassone Saxon, an inter- 
pretation which is regarded as doubtful by Didron. (See Le Moyen Age, Ann. Arch.) 
Gaye in his article on Promis says that the father Paulus is the same whose name 
was found by De Witt upon a grave-slab in San Giovanni di Terentino. 
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eyes marked by round holes drilled into the marble.^ The name of 
A.D. 1180. its author occurs again in an inscription belonging to the church of 

San Bartolomeo, on the * insula Tiberina,*^ and with that of his father 
A.D.1170. in another in the duomo at Sutri.® Another supposed grandson of 

Paolo is that Petrus Amabilis whose name has already been men- 
A.D. 1197. tioned as the sculptor of a pulpit at San Vittorino near Aquila, but" 

this is a conjecture founded on the approximate date. The attempt 

to follow these marble-workers from place to place and identify them 
Peter and is difficult, and oftcu Icads to conflicting results.* The multiplicity 
encus. ^£ Roman Peters is especially puzzling, for besides the two already 
A.i>. 1252- spoken of a third is mentioned in two inscriptions at Rieti, a fourth 
A.D. 1225. ^^ *^^ church at Alba Fucense, and a fifth as having gone to England 
A.D. 1267. in company with Abbot Ware* to make the shrine of Edward the 

Confessor at Westminster Abbey. This Peter le Orfever, as he is 

called in English records of the time, and an artist named Odericus,^ 



' The inscription in ftill is given by Mons. M. Nicolai in his history of S. Paolo, 
Roma, 1815. The artist's name with that of his otherwise unknown companion 
is thus inscribed upon it : * Ego Niconaus [«V] de Angilo \_sic'] cum Potro Fassa de 
Tito hoc opus coplevi.' 

' ' Nicholaus de Angelo fecit hoc opus.' 

* Mem. let. delle chiese e dei corwenti dei Frati Minori, del Padre Casimiro, p. 303, 
and Besch. Ronis, ii. 455. 

^ For example : Graye, op. ciV., identifies the Petrus of San Vittorino, 1197, with 
him of Ricti, 1252-83 ; while Promis considers the Peter of San Vittorino, 1197, 
to be identical with him of Alba Fucense, 1225. It seems more natural to believe 
the Peter of San Lorenzo, 1140, to be one and same as the Peter of San Vittorino 
1197, and to make a second Peter out of the three mentioned at Alba, 1225, Rieti, 
1252-83, and England, 1267. For a mention of the latter see Scott's Wesimimter 
Ahhey, 2nd ed. pp. 129, 133. 

* Abbot Ware went to Rome to be consecrated by Pope Urban TV., in 1258, 
and remained there for two years. That Abbot Ware brought workmen and 
porphyry stones with him on his return to England is mentioned by Weaver and 
confirmed by his epitaph : * Abbas Riccardus de Ware qui requiescit. Hie portat 
lapides quos hie portavit ab Urbe.* (Ibid. p. 134.) Rome was always called 
• Urbs ' in the thirteenth century, * the city ' par excellence. 

* Odericus is not to be confounded with a Petrus Oderigius or Oderigi of the 
preceding century, whose name is inscribed upon a sarcophagus in which Roger 
Count of Calabria and Sicily, m. 1101, was buried in the abbey of Santa Trinita at 
Mileto in South Calabria. This sarcophagus was removed to the piazza of the 
town after the earthquake of 1795, and thence to the museum at Naples. It is 
adorned with rudely-sculptured figures of a man and a woman and two crosses at 
each end and spiral columns. The following inscription upon it records the name 
of the deceased count and the artist who made the sarcophagus — 

* Hoc sepulchrum fecit Petrus Oderisius, magister Romanus, in memoriain 
Rogrerii comitis Calabrioe et SicilieB. 
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who accompanied him, made a memorial-stone decorated with glass 
mosaic, and the pavement before the altar. We see that they 
adapted their work in some slight degree ' to suit the Northern 
taste, as the back of each of the niches for the infirm worshippers, in 
which the sick were often left during the night in hope of a cure 
through the Saint's intercession, is divided by thin tracery, forming 
the space into two lancets and a circle above.' ^ The shrine, which is 
built of Purbeck marble and decorated with glass mosaics, formerly 
had upon it an inscription in letters of blue glass recording the 
names of the artists and the date of its erection.^ 

The Cosmati, to whose school Peter and Odericus belonged, TheCos- 
originated the system of decorative architecture which bears their 
name about the middle of the twelfth century. It flourished for 
more than a hundred and fifty years, during which successive 
generations of this family of artists worked at Eome and in its 
neighbourhood, enriching many churches with charming examples 
of their skill and taste. The appellation of ' arte marmoris periti,' 
which was applied generally to Roman Mediaeval sculptors, is 
peculiarly appropriate to them, since it was with mosaics and discs 
made of porphyry, serpentine, giallo and rosso antico, and many- 
coloured marbles found at Rome that they decorated their taber- 
nacles, pulpits, &c. &c. To obtain these precious materials, they 
despoiled old buildings of their costly covering, cut up beautiful 
columns and destroyed rich pavements. That * perfect harmony 
between the end and the means,' which has been given as a defini- 
tion of style^^ is to be found in the early works of the Cosmati, 
which are remarkable for an organic lightness of structure, an 
absence of caprice or extravagance in ornament, and a scrupulous 
subordination of decoration to the architectural whole.* These 

Lmqnens terrenas penetravit dux ad amoenas 

Rogerins sedes nam coeli detinet asdes. 

Hoc qtdcumque leges, die ei requies.' — Sclmltz, op, cit, ii. 352. 

' Scott's Westminster Ahhei/y 2nd ed. p. 129. 

2 * Anno milleno Domini cum septnageno 

Et bis centeno, cum completo quasi deno, 
Hoc opus est factum quod Petrus ducit in actum 
RomanuB civis ; homo causam noscere si vis ; 
Rex fuit Hemicus Sancti praasentis amicus.' 

* Diet, raisonne de V Architecture^ VioUet-le-Duc, viii, 474-9 7> article * Style.' 
•* Architetfura Cosmatesca^ di Camillo Boito, p. 16. 

M 
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qualities are conspicuous in the fine fa9ade of the duomo at Civita 
Castellana ; in the exquisite cloisters of St. Paul's and the Lateran 
at Rome; in the portico and pulpit of San Lorenzo; and in the 
cloisters of Santa Scolastica at Subiaco. In the second period, when 
the Cosmati adopted the Gothic style, their school lost its originality, 
fell into slavish imitation, and died out about the time of the 
removal of the Papal see to Avignon. It is to this second period 

GioTanni that Giovanni Cosmati, the sculptor of the family, belongs.^ Seduced 
by the novelty and charm of the design given by Amolfo del Cambio 
for the ciborium of St. Paul's, he abandoned the classical predilec- 
tions of his family, retaining only their system of decoration. The 
short period of seven years, within which he made the three monu- 
ments at Rome inscribed with his name, probably mark the culmi- 
nating period of his career, but we know nothing as to its duration. 

M. 1298. That of the Spanish prelate Rodrigo Gonsalvi,^ at Santa Maria 
Maggiore, consists of a Gothic canopy, the back of which is filled by 
a mosaic representing the cardinal's presentation to the Madonna 
by SS. Jerome and Matthew.® Beneath lies the eflSgy of the 
deceased upon a sarcophagus, the base of which is adorned with 
shields, emblems, and geometrical patterns in mosaic, and the 
front with an embroidered altar-cloth disposed in sharply-cut, 
angular folds, worked out with the utmost precision. A little 
curtain, suspended by rings upon a rod, runs round the three sides 
of the recess above the sarcophagus, and is held up at each end by 
angels of a passionless type, whose straight-lined draperies and quiet 
action harmonises admirably with the somewhat dry though pure 
style of the architecture. The monument of Guglielmus Durante, 
bishop of Capo Stillari, at Santa Maria sopra Minerva (see Plate XI. 
--' Nos. 1 and ^), is an almost exact repetition, and is alike distinguished 
for sobriety of line and simplicity of treatment,* as is the much less 

* See Appendix for the genealogical tree of the Cosmati. 

' Ho was canon, hisbop of Burgos, archbishop of Toledo, bishop of Albano and 
cardinal under Pope Boniface YIII. (Ciacconius, ii. 327.) 

' This mosaic is perhaps by Gaddo Oaddi who was at Rome in 1299 occupied 
in finishing the Lateran Tabernacle. Titi says it is by Fra Jacopo Turita who was 
however dead at the time. It may be by Adeodatus Cosmati who, says Lanzi, 
St. Pitt, i. 6, worked at Sta. Maria Maggiore in 1299. This monument is inscribed : 
• Hoc opus fecit Johes (filius) Mag'ri Cosme civis Romanus.' 

^ * Hoc est sepulcrum D. M. Guilielmi Duranti. Eps. Miniatensis. Ord. Prced. 
etc. . . . Joh's Filius MagH Cosmati fc. hoc opus.' 
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important tomb of Don Stephanus Surdi, a Papal chamberlain, in the 

church of Santa Balbina on the Aventine.^ The sarcophagus stands 

in a perfectly plain recess and is decorated with mosaics, and covered 

by a symmetrically-disposed altar-cloth. These features are repeated 

in the tombs of Cardinal Anchera, in the sacristy of Santa Prassede; "• 1286. 

of Boniface VIII. in the crypt of St. Peter's; and of Cardinal 

Matteo d' Acqua Sparta at Ara Cceli, which if not by Giovanni 

Cosmati, are works of his relation and contemporary Adeodatus ^^^^^ 

Cosmati, or of Pasquale, the author of a pulpit and paschal candle- q^®- 

stick at Santa Maria in Cosmedin.^ A similarly decorated column 

of marble inside the altar railing of the duomo at Anagni, crowned 

by a human figure and supported on a vase-shaped pedestal inlaid 

with mosaic, is inscribed with the name of Vassaletto, an artist of 

this period, who made the now well-nigh shapeless stone lion which ^ / 

stands in front of the church of the Ss. Apostoli at Rome.^ ^ The Works . . / 

pavement in the duomo at Anacmi, one of the first examples of coBmati - ^ 

Cosmatesque work, was made by Cosma and his two sons Luca and * ^^ 

Giovanni, one of whom probably made the Gaetani monument in 

the chapel of that family. Its two superposed sarcophagi, which 

stand under a Gothic baldacchino, are inlaid with ornaments and 

with the arms of the Gaetani, in the style of the SaveUi tomb at 

Ara Coeli.^ The same arms in mosaic are introduced below the 

statue of the Gaetani pope, Boniface VIII., which is placed high up 

on the outside of the building, whence it looks down upon the 

streets of the ancient town that witnessed his sufferings, his im- 

' Joh's filins Mag'ri Cosmati fecit hoc opns mccciii. 

* Inscribed: *Vir pbns et doct. Pasqnalis rita vocat(n8) sumo cum stadio 
codidit hue cereum.' Besch. Rome, vol. iii. pt. i. p. 387, says the pulpit was taken 
to Florence in the time of (Gregory XIII., 1572-1585, and that the paschal candle- 
stick was set up by it in 1717. 

^ ' Yassaletus me fecit.' 

* Upon the tomb these lines are inscribed — 

* In isto tumulo requiescunt ossa D. Petri Episcopi 
Qui nutrivit D. Bonifacium Pap. VIII. Idem subtus 
Ossa D. Qt>firedi Cajetani comitis Casertani 
Idem Ossa D. Jacobi Cajetani hie recondita 
Kal. Augusti anno 1294.' 

The duomo was founded in 1074. Bishop Alberto and the Canonico Blando Conti, 
afterwards Pope Alexander IV. (a native of Anagni who reigned from 1227 to 
1241, and is buried at Viterbo), had the pavement made at their expense. (Storia 
della Cittd e della Cattedrale di Anagni^ scritta da Alessandro de' Magistri.) 

M 2 



84 ITALIAN SCULPTORS. 

prisonment, and his liberation from the emissaries of Philippe le Bel. 
Works by More of this Cosmatesque work is to be seen in the church of San 
inati at Pictro d' Alba at Alba Fucense, near the site of the old Marsian 

A 1 K« P*!! 

censq. city of Alba, and not far from the beautiful lake of Fucino in the 
Abruzzi. The Andrea, Gualterius Morronto and Petrus, whose 
names are inscribed upon its choir parapet (' septum marmoreum ^), 
and the Giovanni who is mentioned with Andrea in the inscrip- 
tion upon its pulpit,^ were all probably Roman marble-workers 
of the early part of the thirteenth century,^ as was the Nicolaus 
who made the pulpit in the duomo at Fondi,^ which is adorned 
with mosaics in the style of the Cosmati. The names of Nicolaus, 
son of Rainuccius,^ and Rainerius, son of Giovanni from Perugia,^ 

sta. Maria are inscribcd upon the facade of Santa Maria di Castello at Cometo. 
Giovanni di Guido, who is probably identical with him of Alba, 
made the pulpit in this church,^ which is entered by a double stair- 
case flanked by two crouching lions of a very rudimentary type. 
The front of the projecting reading-desk is formed of three slabs, 
separated from each other by columns whose capitals are adorned 
with rudely-carved birds and leaf-work. Their bases rest upon 
consoles, one of which has a rude human figure sculptured upon it. 
The eagle with outspread wings upon the central slab, hovering above 



* * Abbas Oderisius fieri fecit. Magister Gualterins cum Moronto et Petrus 

fecit hoc opus. Andreas magister Romanus fecit hoc opus.' (See Febonius, Hist 

Marsorum, lib. 3 ; Promis, op, cit. p. 12 ; Scbultz, op. ciL p. 83.) Upon the pulpit 

is inscribed — 

' Civis Romanus doctissimus arte Jobs 

Cui collega Bonus Andreas detulit onus. 

Hoc opus excelsum struxerunt mente periti 

Nobilis et prudens Oderisius abfiiit Abbas.* 

^ This Petrus is perhaps identical with the artist who made the pulpit of 
S. Vittorino, near Aquila, and the Giovanni with the marble- worker at Cometo. 

3 * Tabula marmoreis vitreis dixtincta [sic] 

Doctoris studio sic est erecta Johnis 
Romano genitos cognomine Nicolao.' 

^ *' Nicolaus Rainucii magister Romanus fecit ' is inscribed upon the capital of 
the column which divides the window over the portal. 

^ * Rainerius. Thos. Perusinus ' is inscribed upon the archivolt. 

6 Made for the Prior Angelus in 1208. The same name is inscribed on the 
architrave of the ciborium — 

* AD- MCCVn-MAGTDNI- INNCENTPP-m- Ego Angel per- 
Hui • Eccle * hoc * op * nitid * auro • et * marmore ' diverse * fieri * fecit * 
per • manus • Johis * Guittonis * civis * R • M * N.' 



ROME. 86 

a plant which springs from a vase with dolphin-shaped handles, 
is in a much better style, and therefore in all probability of a 
later date than the pulpit. An artist of the Cosmati school, named 
Donnaincasa, adorn^ed the white marble pavement of this church 
with discs and strips of serpentine, porphyry and giallo antico, in 
imitation of the Koman Opua Alexandrinimi. 

Not many miles distant from Cometo lies Toscanella, where Sculptures 
are two very interesting churches, San Pietro and Sta. Maria, the neii^^^ 
sculptured fa9ades, pulpits and tabernacles of which are in all 
probability Roman work. The church of San Pietro was founded 
as early as the ninth or tenth century, but from the remarkable 
variety of its parts we are authorised to conjecture that it was not 
completed till a much later period. The ciborium, which has a 
sloping roof resting upon four columns, whose intermediate spaces 
are spanned by pointed arches without tracery, is inscribed with 
the name of Peter, a priest who lived at the end of the eleventh a.d. 1093. 
century.^ The fa9ade of this church, unlike that of any other in 
this part of Italy, is covered with strange and capricious ornament 
combined with an imitation of antique models in the cornices and 
upper frieze. No where can anything more extravagant be found 
than the monster in reUef under the left wheel window, with a 
hideous head like an Indian idol, and long arms entwined with 
snakes. Huge dragons in pursuit of fljdng hares are represented 
between the central and the side windows, and two huge ox-like 
animals, standing upon consoles supported by griffins, protrude 
from the wall. It is difficult to fix the date of this work, but we 
shaU probably not err greatly in supposing it to be somewhat later 
than that of the ciborium, and anterior to that of the sculptures 



' * Petrus. P. B. R. Bledan (Biella). 

Rainerins. P. BR. Urbivetan.* 

(See Knnsthlattj No. 61, A.D. 1839.) Campanari, Tuscania e i suoi Mommientiy i. 230, 
ii. 25, gives an altar-inscription in characters of the eleventh century in which both 
these names are mentioned — 

* Riccardns pnesnl Tuscanns 
CentomcelHcos atqne Bledanus : 
Sit Riccardi paradisi sede paratus 
Amen. 

Ego Petrus presbyter hoc opus fieri jussi 
Anno ab Incamatione Domini 
MiUcsimo nonagesimo III.' 



86 ITALIAN SCULPTORS. 

about the fagade of the neighbouring church of Sta. Maria, which 
appear to belong to the end of the eleventh or the beginning of the 
twelfth century. They consist of bas-reliefs of the Madonna and 
Child, Abraham's journey, and the Sacrifice of Isaac in the lunette 
over the central door; of two rudely-sculptured and stiffly draped 
figures in alto-relief of SS. Peter and Paul, once coloured, set against 
the door-post«; of human figures, horses, and fantastic animals in- 
troduced into the flat spaces ; and of monsters and lions in the frieze 
above the capitals, and at the bases of the large columns on either 
side of the door.^ The pulpit inside this church is square, and rests 
upon columns ; its sides are covered with squares, oblongs, and in- 
terlaced patterns, and a rudely-cArved figure in alto-relief supports 
its projecting reading-desk. The capitals of the columns, which 
separate the nave from the side aisles, are covered with carved 
leaf- work, animals and ornaments, sculptured in the rude style of 
the ninth or tenth century. 
Thirteenth Romc coutains uo mouumcnts of distinguished persons belonging 

ceotiirv 

monu- to the first half of the thirteenth century; of the latter half, we 

Eome. find that of Cardinal Guglielmus Fieschi, the nephew of Pope 

Innocent IV. and Apulian legate, who fled with the Papal army 

Not. 2, before the victorious Arms of Manfred aft^r his entry into Lucera, 

1254. 

M. 1266. and died at Rome two years later. He was buried at San Lorenzo 
in an antique ■ sarcophagus, with bas-reliefs representing the some- 

M. 1274. what inappropriate subject of a Roman marriage feast. Cardinal 
Riccardo Annibddi, the friend of St. Thomas Aquiiias, a partisan of 
Charles tof Anjou, and a renowned leader of t^e Guelphs, lies buried 
in tie left aisle of the . Lateran, but. with the exception of the 
sepulchral effigy, his monument is altogether modem. 

Statue of It was not until the end of the thirteenth century that sculp- 

charies of turc, which had been hitherto exclusively devQted to the service of 
the Church, was allowed in one . single instance to step out of this 
narrow circle, when the Roman senate, shortly after the death of 

A.D. 1268. Conradino, decreed the erection of the life-size statue of King 
Charles of Anjou which stands in the great hall of the Capitol. 
(See Plate XII.) * There, upon the old Capitol,' says a German 
historian, ' where the Romans of earUer time had raised so many 

* Campanari, op. ciL i. 125, says tlie church was foanded in the eighth century. 
He thinks the sculptures not anterior to the tenth. 
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statues of heroes and tyrants, now mutilated or destroyed, their 
late descendants placed the rudely-sculptured statue of a Gallic 
plunderer, their senator, the Nero of the Middle Ages.'^ Charles 
was forty-six years old when he came to Rome to be invested with 
the senatorial office. * He was a man of large and powerful frame, 
and kingly bearing. His dark-complexioned face was strongly 
marked and hard; and his glance dark and fear-inspiring. The 
restless spirit which animated his rough and arid nature made him 
lament that sleep robbed men of so much time for action ... he 
was seldom known to laugh. Though a bigoted Catholic his piety 
did not preserve him from being a most unscrupulous egotist. He 
possessed in fact every quality, excepting genius, which could fit a 
soldier to play the plunderer and tyrant, and was therefore a most 
suitable instrument for the working out of the Pope's designs, being 
a brave knight, astute, stoically abstemious, sharp in judgment, 
inflexible in will, cruel, a lover of power, avaricious and ambitious.'^ 
To make a statue an exponent of these qualities, would have de- 
manded far higher powers of art, and infinitely greater technical 
attainment, than its sculptor possessed. It is a massive, roughly 
blocked-out figure, seated upon a throne-chair supported by lions, 
dressed in a long tunic and royal mantle, with a crown upon the 
head and a sceptre firmly planted upon the right knee. The ex- 
pression of the face is stolid, but its lineaments are individual,^ and 
the shape of the head is so peculiar that we cannot doubt its being 
a faithful portrait. For this reason it is of high historical value, 
and as the only Mediaeval portrait statue at Rome must be regarded 
with no common interest. 

With the departure of the popes from Rome all activity in art 
ceased, and so completely was this the case with sculpture, that 
we meet with the name of but one Roman sculptor of the fourteenth 
century, Marcus Romanus, and his only known work is a statue of Marcus 
Saint Simeon the Prophet behind the high altar of the church floupished 
dedicated to him at Venice. As far as the dark tomb-like recess 
in which it lies permits examination, the face seems dignified in 



* Gregorovius, QeschicUe der Stadt Eom, v. 633. See Villani. 
« Ibid. p. 361. 

* Villani, Istorie Fioreniiney lib. vii. ch. i. p. 225, in describing Charles of 
Anjon especially mentions his long nose, a marked peculiarity in the face of this 
statue. 
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expression, and the figure simple and impressive, but it is rudely 
sculptured and imperfect in its proportions.^ 

Pietro Ca- Pietro CavaJlini, the well-known scholar of Giotto, and one of the 

died 1364. most remarkable painters of his day, is spoken of by Vasari (ii. 84) 
as the sculptor of a cinicifix at St. PauVs, which is said to have mira- 

A.D. 1370. culously spoken to St. Bridget; but it cannot be his work as it is 
evidently of a later date and of another school.^ Nor can Cavallini 
be identified with the Peter who assisted Amolfo in making the 

A.D. 1285. ciborium at St. Paul's, as the oldest record that we possess of him is 

A.D.1308. twenty-three years posterior to the date of its erection, when he was 
working at Naples, for Charles of Anjou. Equally unfounded is the 
statement made by Horace Walpole,^ that Cavallini and the ' Petrus 
Civis Romanus ' who made the shrine of Edward the Confessor are 
identical, and that he designed the crosses which marked the places 
where Queen Eleanor's body rested, when it was brought from 

A.D. 1267. Stamford to London, which are shown to have been made by Master 
William Torel and other English artists.'* 

In the fifteenth century we know of but two Roman sculptors ; 

Paolo Ro- Paolo Romano in the first half, and Gian Cristoforo in the second. 
We are told by Antonio Filarete in his MS. architectural treatise 
that Paolo was a goldsmith as well as a sculptor, and that he helped 
to make the silver statues of the twelve apostles for the altar of St. 
Peter's, which were destroyed in the sack of 1527. His works at 
Rome are the statue of St. Paul on the Ponte Sant' Angelo, facing 
the Piazza, which though somewhat dry in style, is pure in line 

M. 1417. and simply draped;* the tomb of Era Bartolomeo CarafiB, maestro 

* This statue is the object of what seems to ns rather exaggerated praise in the 
second volume of Buskin's Stones of Venice. It bears the inscription — 

* Ceelavit Marcus hoc opus insigne Romanus ; 
Laudibus non parous est sua digna manus.' 

* Cavalcaselle, i. 112. 

* Walpole, Anec. ed. St. Hill, i. 17, cites Vertue as authority for this statement. 

* Among the sculptors of the Eleanor crosses were William of Ireland and 
Alexander of Abingdon. The Botfield Roxburgh Club accounts, says Bichmann 
(Gothic Arch, pt. ii. p. 231), prove that the Eleanor crosses and the tomb of Queen 
Eleanor, in Westminster Abbey, were chiefly the work of English artists presided 
over by Torel. Scott (Appendix to 2nd ed. of Westminster Abbey) says the accounts 
of Queen Eleanor's executors, printed for the Roxburgh Club by B. Botfield, Esq. 
in 1841, prove that the efl&gies of the queen and of King Henry III. were made 
by Master William Torel, who probably designed the whole tomb. The marble 
work was by Richard de Crundale. 

* This statue was made for Pope Pius II. It originally stood before the chapel 
pf Sixtus IV. at St. Peter's. Pope Clement VII. removed it to its present place. 
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di camera to Pope Innocent VII., in the church of the Icnights of 

Malta,^ and the monument of Cardinal Stefaneschi at Santa Maria in 

Trastevere. In the first the knight, grasping the handle of his sword^ 

lies dressed in armour on the top of a sarcophagus, whose front is 

divided by twisted columns into panels containing the arms of the 

deceased and a mortuary inscription in Gothic letters^ Seen in its 

original position high up on the outer wall of the church, the bold 

coarse character of the sculpture gave an effect to this figure, which 

it loses now that it is placed so near to the eye.^ In the second 

the cardinal lies upon a sarcophagus, adorned with an inscription . ?»^ Soi^/j^- < 

and two cardinal's hats in relief, coloured red, under a marble 

canopy decorated with a frieze of coloured 'mosaic.^ Near by this 

monument stands that of the French cardinal Philippe d'Alen9on, 

which is simUar to it in general arrangement, and probably by the 

same artist. A bas-relief represents the dying prelate on a couch, . 

surrounded by angels bearing tapers, and priests, one of whom is an 

apostolic-looking figure holding in his arms a child in swaddling 

clothes, typical of the dying man's soul* Though somewhat 

clumsily proportioned, the figures are not wanting in sentiment 

and expression* 

This cardinal, who was a man of great talent, belonged to the a.d. use. 
Royal house of Valois, and was made Bishop of Beauvais and a.d.i369^ 
Archbishop of Rouen at a very early age. Having refused to ad- 
vance a priest recommended by the king, because he considered 
him unworthy, the property of his church was confiscated, and he 
left France for Rome, where Pope tTrban VI. made him cardinal 
priest of Sta. Maria in Trastevere. He afterwards lost the Pope's a.d.i39i. 

1 The Hospitallers of St. John of Jenisalem whose order was called that of the 
Knights of Malta in 1310, was founded at Jerusalem in 1048. For an account of 
this order see Iconografia dei Santi Ordini Religion e Cavallareschi by G. Giucci, 
i. 25 ; and IHscussione sopra V origvne delV ordine di 8. Oiovanni Oerusalemme by 
Paoli, ch. xii. p. 247. 

* The name of the sculptor is thus inscribed upon the tomb — 

' Magister Paulus fecit hoc opus.' 

' Petrus Stefaneschi de Annibaldis was nominated acolyte of the Papal chapel 
and apostolic protonotary by Pope Bonifitce IX. at an early age ; Innocent VII. 
raised him to the dignity of caordinal-deacon of Sant' Angelo; and when Pope 
John XXni. was obliged to appear before the council at Constance he left him in 
charge of the Papal dominions, as Temporal Vicar of Rome, His death took place a.d. 1417. 
shortly before the election of Pope Martin V. Memarie Sionche dei Cardinali^ 
Cardella, iL 230, 330. See also Ciacconius, ii. 723! 

N 
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favour and his dignities from his violent treatment of the inhabitants 
of Udine, who had opposed his election as Patriarch of Aquileja, 
and then espoused the cause of the anti-pope Clement VII. Later 
he recognised his error, was restored to his honours by Urban's 
successor Pope Boniface IX., who made him Cardinal-bishop of 
Ostia, and died at Rome, leaving a great reputation for sanctity.^ 

Yasari speaks of a highly-praised statue of an armed man on 
horseback by Paolo Romano, at St. Peter's, and the epitaph placed 
upon Paolo's tomb mentions his statue of Cupid. Shortly before his 
death at Rome in the latter part of the fifteenth century he retired 
from the world, and spent his remaining days in solitude and peace. 

He was assisted in many of his works by his scholar Gian 
Cristoforo Romano,^ who is mentioned as the sculptor of certain 
monumental figures and busts at Sta. Maria in Trastevere, and who 
was one of the artists employed upon the tomb of Gian Galeazzo 
Visconti, at the Certosa at Pavia, designed by the Milanese sculptor 
Galeazzo Pellegrini. Lomazzo in one of his sonnets caUs him a 
painter,^ and an epitaph written by Girolamo Casio de' Medici 
mentions his death at Loreto, and speaks of sculptures from his 
hand in the duomo, none of which can now be identified.* Niccol6 
della Guardia and Pietro Paolo da Todi, who were also scholars of 



* Another story is that Cardinal d'Alen9on quarrelled with the king's bastard 
brother iSdoiiard d'Altenville who had been made Qt>yemor of Bouen, and that 
Charles Y. wishing to get rid of him induced Pope Gregory XI. to transfer him 
to the vacant patriarchate of Jerusalem (Cardella, op. cU, ii. 249). 

* Vasari, vol. v. p. 133, note 5. 

* The sonnet, quoted by Morelli, note 505, p. 193, which is in the third 
book of Lomazzo's Orottesche, p. 198, is entitled * D' alcuni Pittori e contra i 
fraudulenti.' 

* Tullio Lombardo e Agostino Busti 
Con Giovanni e Christoforo Romano 
La pittura a tal colmo entro Milano 
Che poi diede di se mirabil gusto.* 

As Tullio Lombardo and Agostino Busti were both sculptors we are led to suppose 
that Lomazzo committed an equal blunder in mentioning Gian Cristoforo Romano 
as a painter. Tullio so fisu* as we know never worked at Milan. L'Anonimo, 
p. 60, mentions a cup of crystal adorned with intaglios by Cristoforo Romano, 
preserved in the house of Andrea di Odoni at Venice. 

* * Per il scultore Gianchristoforo Romano. 

Mori a Loreto, ove alia Ecclesa Dea 

Eccelso Tempio omava di sua mano.* — Cic. Isc, Ven. iii. 640. 

See p. 46 of the epitaphs. 
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Paolo Romano, assisted him in making the twelve silver statues of 
the apostles for the Papal chapel at St. Peter's. They designed a.d.i464. 
and sculptured the heavy and uninteresting tombs of Popes Pius II* 
and Pius III., which are placed high up against the side walls 
of the nave in S. Andrea della VaUe. One cannot but regret that 
the great Piccolomini pope, the patron and friend of Bernardo 
Rossellino and Francesco di Giorgio, should have been laid to rest 
in a tomb so unworthy of so wise a patron of art. 

Some of the anonymous works in Roman churches which deserve Anony- 
to be mentioned, are the vine^wood doors at Sta. Sabina, supposed to works at 
have been sculptured about the year 1200, though the Scripture bas- ^^' 
reliefs upon them are like the late Roman or early Christian in style ; ^ 
and a marble * dossale,' or altar-piece of the fifteenth century, in iJie 
Oappella Salviati at San Gregorio, which was sculptured for a Roman a.d. i469. 
abbot of the monastery, who is represented in the principal relief, 
kneeling before the Madonna to receive the blessing of the Infant 
Christ. Two adoring angels stand on either side of the Virgin, and X 
above her appear two flying angels bearing the pyx. The archivolt ; ^'^'^ v -2. - ^ 
is adorned with a glory of cherubs ; the entablature with three T " , 
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small bas-reliefe, representing priests and people entering a temple; , ^ , . ^ v^ ^. /r^ 

and the lunette with a bas-relief of God the Father surrounded by </r > . ' Vr ? ^ 

angels. Four statuette of saints are placed above the side columns, 

and between them stand SS. Gregory and John in niches. In the 

two roundels below the entablature are reliefs of the Madonna and > -; . ,., -i "^ 

the Angel of the Annunciation ; and angels are also introduced in the ^ - 

spandrils of the central arch. Two niches below the altar-piece on 

either side of the mock marble base contain statuettes of a bishop 

and a female saint. This interesting work, evidently sculptured ''/' .^^^^'^'-^ 

under Tuscan influence, has lost much of its efifect through a profuse 1 

and injudicious regilding of the wings, hair, and robe-borders of the 

figures, and of the roundels, cornices, &c. &c. Other works of this 

class are a very excellent stiacciato relief of the Entombment, much 

in the style of Dcmatello, over the altar of the Madonna delle Febbre 

in the sacristy of the Beneficiati at St. Peter's; a bas-relief of the a.d. U92. 

Crucifixion in the oratory of S. Venanzio, belonging to the end of 

the fifteenth century ; the monument of Pietro Riario, raised to his 

* Were it not for certain decorations of a Gothic character, they would seem 
to be of an earlier date. Rnmohr, It Forsch. i. 273. 
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developed 
at Rome. 



memoiy by Pope Sixtus IV,, on the left side of the choir in the 
church of the Ss. Apostoli ; a bas-relief of the angel appearing to 
St. Peter in prison, in the church of San Pietro in Vincoli, and that 
of a kneeling pope at the Lateran (supposed to be Leo the Great), 
probably executed during the reign of Pope Sixtus IV* 

The only Roman sculptors of the sixteenth century are Giovanni 
Battista,^ who accompanied Giulio Romano and Primaticcio to 
Mantua ; and an Andrea Romano, who was employed in the same 
city by Alfonso I.^ There are several good tombs at Axa Caeli, 
that of Pietro di Vincenzo (evidently by an imitator of the Sansavino 
tombs at Sta, Maria del Popolo), and those of Cardinal Ludovico 
Lebretti, and Ludovico Grato, near the great portal inside the 
church. Upon the tomb of Gregory XL,* at Sta. Francesca 
Romana, is a bas-relief which, though neither commendable for 
its style or its execution, is interesting for its subject — ^the entrance 
of this pope into Rome on his return from Avignon. He is met at 
the gate by Minerva, who, personifying the long abandoned city, 
hails the return of the successor of St. Peter. 

When we remember that Rome in the early part of this century 
was the home of some of the greatest foreign artists it seems in- 
credible that their example and teachings should not have developed 
native talent. From Niccola Pisano down to Benvenuto Cellini all 
the great Tuscan sculptors went to Rome, some, like Donatello, 
Ghiberti, and Brunelleschi, to study antique remains, others, like 
Simon Donatello, Filarete, Rossellino, Mino, and Michel- Angelo, to 
reside and work there. All were received, honoured, and employed 
by the popes; the city became their chosen place of residence, being 
then, as she still is, the most sympathetic and the most attaching of 
all places to those whose lives are devoted to art in any form. 
Everywhere at Rome we find that the works of merit are by foreign 
artists. At St. Peter's and S. Pietro in Vincoli they are by PoUa- 
juolo, and Michel- Ajigelo ; at Sta. Maria del Popolo and Sant' Agostino 
by Andrea and Jacopo Sansavino ; and in the desecrated cloister of 
the latter church by Mino and Mino's imitators ; at Sta. Maria del 
Popolo and the Pantheon by Lorenzetto ; at Sta. Maria dell' Anima 



* Campori, op. cit. p. 13. 

* H Conte d'Arco, op. ci/. p. 85. 

' The monnment was erected by the Roman senate in the year 1584. 



by Tribolo and Michel- Angelo Sanese. Indeed with the exception of 
the pulpits, ciboriums, and tomba of the Coamati, and the works 
of Paolo Romano, which hardly rise above respectable mediocrity, 
there are no Roman sculptures of interest in the many churches 
of the Eternal City. 
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CHAPTER IV. 



LOMBARDY. 



The Goths. A LTHOUGH the Goths who overran Italy at the end of the 
-*^ fourth century neither revived nor developed art, it is unjust 
to stigmatise them as the direct agents of a continued decadence/ the 
real causes of which are to be found in the bloody reconquest of 
Italy under Justinian, and its subsequent invasion by the Lorn- 

Theodoric, bards.* They were fortunately under the control of a leader who, 
though himself so illiterate that he could not write his own name,® 
had imbibed at iJie court of the Emperor Zeno such a respect for 
arts and letters, that on becoming master of the better part of the 
western empire he protected ancient buildings and statues from 
injury, punished those who defaced or mutilated them, and thus 
arrested for a time a wanton destruction which was fast sweeping 
away every vestige of the past.* Theodoric governed his own 
followers and the people whom he had conquered by their help, 
upon diametrically opposite principles, for while he favoured the 

' 'La oonquftte et la dominatioii de oe peuple pr^ntent an caract^re de 
moderation et de respect ponr le pass^ qni les distingue de celni de presqne tons 
les antres barbares envahisseurs de Tempire.* — M. de Dartein, Arch, Lomharde^ 
vol. i. ch. ii. p. 26. 

* Rnmohr, It. Forsch. i. 183. 

* Am^d^e Thierry, RScits de VHistoire romaine au v"" st^Uj 192, et seq. 

* The letters addressed by Theodoric to his prefects, Ac. prove his care for the 
restoration of ancient buildings at Rome. E. g. to Agapitus : ' Quod mittantur 
artifices pro tedificiis reparandis.' — ' Quod saza in agris jacentia deputentur in 
edificium civitatis.' — * Quod marmora diruta et neglecta ad eBdificia publica de- 
putentur.' — ' Quod pecunia convertatur in reparatione eadificiorum.' — 'Ad quemdam 
sublimem quod inquirat de statua ^irtive substracta.' — ' De fabricis et architectis.' 
— 'Roman8B fabric® decus, peritum convenit habere custodem; ut ilia mirabilis 
sylya moenium diligentia subveniente servetur (sub-servetur) et modema facies 
operis affi^bris dispositionibus oonstruatur.* — Vide M, Aurelii Cassiodori Op, omnia, 
Parisiis, hdg. 
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cultivation of arts and letters among the Italians, he kept the Goths 
out of the reach of such humanising influences, fearing that in 
becoming civilised they might &11 off from that high state of mili* 
tary discipline by which alone their supremacy could be maintained 
in the face of overwhelming numbers. The palaces which he itaiun 
erected at Terracina, Kavenna, Verona, and Pavia,^ were built by employed 
Italian architects who, ignorant of any other style of architecture dwic ^ 
than that which was based upon the round arch, imitated the old 
Roman buildings as far as their inferior skill would allow. The 
debased Roman was thus the only style employed in Italy during the 
period of Gothic rule, and it was not till seven hundred years after 
its overthrow, that the pointed style to which the name of Gothic has 
been most erroneously attached, crossed the Alps and took an 
always uncertain foothold in the peninsula. 

While Italian architects and mosaic- workers built and decorated Italian 

marble- 

the edifices of the Gothic kings, Italian sculptors, or marble-workers workers. 
as they should more properly be called, adorned sarcophagi with 
such rude bas-reliefs as we see in the Lateran museum at Rome, 
and about the streets of Ravenna, but they made no statues,^ and 
were not to be compared with Byzantine sculptors in the use of the 
chisel ; Greek workmen were therefore employed by St. Ecdesius 
Bishop of Ravenna, when on returning from Byzantium, where he ▲.!>. 634. 
had witnessed the immense enthusiasm of Justinian and his people 
in the construction of Santa Sophia, he determined to build the 
church of San Vitale in the Byzantine style.* The introduction By«aiitine 
of this style into Italy was productive of important results, for iZdu^ 
by being gradually blended with^ the classical Roman, with which ^^ ^^^' 
it was thus first brought face to face, that third great style was 
formed, known as the Romanesque, Romano- Byzantine, Lombard The Bo- 
or Comacine. The two first names sufficiently denote their origin, 
but the last two demand some explanation. That of Lombard 
as applied to any art is an absolute misnomer, if derived from 
the barbarous tribes who crossed the Alps under Alboinus, king 

^ Cantu, Storia degli Italtani^ ii. 25. 

' The eqnestriaii group which snrmounted the pediment of Theodoric's palace 
at Ravezma was a portrait of the Emperor Zeno cast at Constantinople. It bore a 
shield upon its lefb shoulder and a lance in its outstretched right hand. Birds flew 
in and out of the distended nostrils of the horse and built their nests in his belly 
(Aquelli, Liber Pontificalis, pt. ii. ch, ii. p. 123 ; Mur. 8c, Ber. It. vol. ii). 

* Completed by St. Maximin a.d. 546-66. 
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Lombaid of the Lombards or Longobards,^ reduced the greater part of 
Italy!" Italy to subjection and ruled it like a conquered country for 
^^^ ' nearly two centuries, since they like the Goths were ignorant 
and unlettered, *an army rather than a nation,' as they showed 
by giving themselves as a body the name of *exercitus^' and as 
individuals that of * exercitalis.' ^ It was not then because the 
new style of architecture, which sprang up in Italy during their 
dominion, originated with them, but because the greater part of the 
southern as well as the northern Italian provinces were com- 
prehended under the name of Lombardy, that that of Lombard was 
naturally applied to the style of architecture then prevalent.* 
Although Lombard rule had long since been overthrown by Charle- 
magne, and although during their existence as a separate people in 
Italy the Lombards had never mixed with the Italians, intermar- 
riage being forbidden by law,* they fixed their name temporarily 
upon the greater part of Italy, permanently upon the northern 
provinces, and partially upon one of the great Mediaeval styles of 
The CJo- architecture. The name of Comacine was derived from a body of 
aichitocts. Italian architects who built for the Lombards, and who kept alive 
those art traditions, well-nigh smothered under the overwhelming 
weight of misfortune which pressed upon the peninsula in every 
shape after the invasion of those barbarians. For twenty years 
after Alboinus and his followers overran the plains of Lombardy^ 
the Isoletta Comacina, (an island in the Lake of Como) which held 
out against their power under Francione, an imperial partisan, 
contained numbers of fugitives from all parts of Italy,^ amongst 

^ ' People of the Long-beards/ says Paolo WamefridOy lib. i. oh. ix. (Giannone, 
o^, cU, vol. L lib. iv. p. 187). 

* Cantu, Storia degli Italiani, vol. ii. eh. Ixii. p. 63, eh. Ixvi. p. 97, ch. bri. p. 41. 
So also Forster, Oeschichte der detUschen Kwist, i. 17, calk the Lombards 'ein 
dnrchans kriegerischer Yojksstamm.' 

' M. de Dartein, op, cit, p. 8, note 2, sajs : ' L'architectnre lombarde est celle 
de cette race m^lang^, et non pas celle des Longobardes qni n'en eurent jamais,* 
See also O. Cordero da San Quintino in his Essay upon Lonibard Architecture 
(Brescia, 1829), p. 313, who says the Lombards had no art of their own ; and 
Romohr, op, cit, i. 186. 

^ Gantu, op, cit. ii. 78. 

^ *• Lindembrogins et Da Cangios vocem a loco effictam censent, a Comacina 
forte insula in Romanula nbi Longobardonun eBvo periti architecti fnerint. Minime 
andiendus Hngo Qrotins qui Comacinum interpretatur architectum, eamque vocem 
ex Germanico Geniach significante Domum deducit.' — Muratori, Ant. Med, ^viy 
vol. ii. dies 14, p. 349, litt. C. 
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whom were many skilled artisans known as the Maestri Comacini/ 
a name afterwards changed into that of ' Casari ' or * Casarii/ — 
builders of houses. After they had submitted to the invaders their a.d. 69o. 
college or guild was favoured by the Lombard kings ; its members 
were affranchised, made citizens, and allowed certain important 
privileges, such as that of making contracts, which were not how- 
ever conceded to their assistants. There is no evidence that the 
Lombard kings did anything to protect arts, conmierce, or industry 
before the reign of King Rotari, but these important objects are ^T'- ^^^ 
aimed at in his code of laws,^ which contains special enactments for 
the protection of the Maestri Comacini, whose free jurisdiction 
was recognised by the name of Free-masons. Opportunities for the Condition 
exercise of their profession during the earlier period of Lombard an^er the 
rule must have been few, for the country was suffering from war 
and pestilence, and the miserable inhabitants, reduced to the condi- 
tion of slaves, were preyed upon by thirty Lombard dukes and 
their followers. Some amelioration in this state of things was 
wrought by Pope Gregory the Great, aided by his faithful Mend 
Queen Theodolinda, a Bavarian piincess, Catholic by birth, who 
served as intermediary between him and her husband Agilulph, in 
obtaining a special truce for Rome and its territory, and by her 
gentle influence brought about the conversion of the Lombards from 
Arianism.® In memory of the conversion of her husband, the queen 
employed the Magistri Comacini to build the duomo at Monza, and 
to sculpture a rude bas-relief of the Baptism of our Lord over its 
portal, in which the pious donatrix is represented with other mem- 
bers of her family, surrounded by the precious gifts with which she 



' ' InventflB sunt in eadem insula divities multsd qusa ibi de singulis fuerant 
ciyitatibus commendataQ.' — Paulus Diaconus, Hb. iii. ch. xxvi. 

' *Vide la Storia del Medio Evo per Carlo Troya. Cod. Dip. Lingobard. 
Testo deir Editto di Rotaro, anno 643. Nel collegio de' Comacini si compren- 
devano senza dubbio gli artefici di tutti i mestieri necessarii all* architettura.' 
— Camillo Boito, U Architettura Comatescaf Milano, 1860, p. 15. 

* ' Gr^goire avait des les premiers jours de son pontificat exhorte tons les 
£v^ques d'ltalie a se pr^occuper surtout de la conversion de ces formidables 
ennemis de I'orthodoxio * (Epist, i. 29). * On croit que la reine fut puissamment 
aid^e dans cette ceuvre par les Dialogues que Qr^goire avait composes. H les 
envoya k la reine des Lombards' (Comfce de Montalembert, Les Moines d' Occident^ 
ii. 118). A body of the Maestri Comacini is supposed to have accompanied the 
missionaries whom Pope Gregory sent to England with St. Augustine, a.d. -590 
(Ricci, op, cU. i. 18'^). 

O 
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endowed the church.^ The works executed a century later at 
cividaie. Cividale in the Friulian district by other Comacine masters show a 
persistence in the same methods of building and a like want of skill 
in the use of the chisel. While the architecture as well as the 
sculpture continues to be debased Roman both bear marks of strong 
Byzantine influence, and form a most interesting example of the 
A.D. 726. period when Greek emigration to Italy, and King Luitprand's con- 
quest of the Exarchate (which enjoyed a much higher state of 
civilisation than the rest of Lombardy) helped to form this style. 
Font at The most important work at Cividale is the octas^onal font in the 

Cividale. , ^ . . ^ 

About 737. duomo, which was erected by St. Calixtus, Bishop of Aquileja, 
during the reign of King Luitprand. Its roof is supported upon 
slender columns, with rude Corinthian capitals. Their intermediate 
spaces are spanned by round arches, whose spandnls are adorned 
with clumsily represented Christian emblems. The bases of the 
columns rest upon a marble parapet sculptured with figures sym- 
bolical of the four Evangelists, each holding a book, inscribed 
with verses by Sedulius, a Latin poet of the fifth century,^ and 
an ornate Greek cross with candelabras and palmettos executed 
in relief by lowering the surface of the stone around their clumsy 
outlines, within which the details are indicated by furrows dug 
out in the stone. Identical with them in style are the contem- 
Tombof porary sculptures about the sarcophagus of Pemone, Duke of 
Duke of Friuli, under the high altar of the church of San Martino. In fi-ont 

Friuli. 

our Lord is borne upwards by four angels in an aureole formed of 
leaves, within which are two other angels marked as cherubim by 
the eyes upon their wings. The hand of the Father is sculptured 
above the head of the Son, and stars and flowers are scattered about 
the background. The three kings in the bas-relief of the Adoration 
of the Magi at one end of this sarcophagus are said to be portraits 



' Described in the Introduction to Tuscan ScvlptoTs^ vol. i. p. xliv. The in- 
scription at S. Michele di Monza, which gives the date of the dedication of the 
church and the year of Theodelinda's death, is to this effect : ' Dedicatio hujus 
Ecclesia) S. Michaelis celebrata fuit deciraoquinto Kal. Feb. in ccccccvin. (608) 
et hoc ipso anno mortua est Theudolinda Regina.' — Carlo Troya, Storia del Medio 
EvOy Cod. Diss. Long. vol. ii. no. 301. 

* Selvatioo, op, cit. p. 67, says these verses are by Pasquale Celio. Dartein, 
op, cit, pp. Id, 21, says Sedulius, as does Sig. Lopez, H BoMistero di Parma, p. 264. 
The font described above originally stood in the baptistery whence it was removed 
to the duomo in 1645. 



of Rachis Duke of Friuli and hia brothers Aistulf and Ratcait. In 
it, as in that of the meeting of Mary and Elizabeth at the other 
end of the sarcophagus, the Madonna has across cut upon her 
forehead, instead of having it traced upon a veil as is common 
in early Greek manuscripts.' The faces of the figures are without 
expression, and their proportions are short and clumsy. Tbeir out- 
lines, features, and folds of drapery were originally rendered more 
distinct by colour, traces of which are still to be seen. Numerous 
fragments of ornaments and animals in the same Italo-Byzantine 
style are set into the wall of the atrium of the church of Santa ^^ 
Maria della Valle,* where they may be compared on the spot with deiu 
the genuine Byzantine figures and stucco ornaments inside its 
portals, which were probably executed by some of these artists who 
took refuge in Italy during the Iconoclastic war for Peltruda, wife 
of a duke of Friuli, who founded the u^Tse. 

adjoining monastery. The six life-size 
statues of SS. Anastasia, Agapa, Chionia, 
Irene, Chrysognus and Zoilcs, above 
the doorway (see Woodcut) resemble 
the saints represented in Byzantine 
mosaics and ivories, in their long pro- 
portions, rigidity of pose, and peculiar 
type of face. They wear crowns upon 
their heads, and are clothed in closely- 
fitting robes, whose borders are richly 
ornamented with gems disposed in 
regular patterns. The archivolt of the 
portal is completely covered with a 
vine, boldly modelled in open work. 
Originally u heathen temple converted 
to Christian uses during the first cen- 
turies of our era, embellished later by a Lombard proselyte with 
the quwnt, solemn-looking images of the saints of her new fiiith, 
and with rich ornaments fashioned by the hands of foreign artists, 
this solitary little chapel makes a forcible impression upon the mind, 

' M. de Dartein, op. gU. p. ?4, PI. II, 

' See Tavole CroiiologUihe deUa Storia della Ckieia univertaU, illiutrale da Ignazio 
Uozzani, see, 8, pp. 96, 97, for a mention of Sta. Maria della Yalle, also the work of 
M. de Dartein on Lombard architoctarc, pt. ii. pp. 30 et suit. 
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nor do we know of any other so perfect example of that transition 
period in Italian architecture, when Roman and Byzantine elements 
seemed to hesitate before blending together into the Romanesque. 

In examining the early Italian churches it is most important to 
remember, that many of them have been so completely changed by 
restoration as to retain but few traces of their original aspect; 
while the date of the sculptures about them can only, when history 
fails us, be fixed by their characteristics of style, as they often 

San Sal- bclong to a later period than the buildings themselves. The capi- 

Brewia. tals of the columns of the church of San Salvatore at Brescia for 
instance, some of which are Byzantine and others rude imitations of 
the Corinthian, certainly belong to the same period as the edifice, 

AD. 760. which was built by the Lombard king Desiderius and his wife Ansa 
in the eighth century, while the capitals of the white and red 
marble colonettes formerly in the confessional and now in the 
Museum, cannot have been sculptured before the tenth century, 
as one of them is adorned with representations of the martyrdom 
of Santa Julia, whose worship did not obtain favour at Brescia 
imtil after that time.^ The stucco ornaments and reliefs at San 

8an Pietro Pictro di Civatc (in the territory of Brianza, on the mountains 
near the Lake of Como), which was also built by King Desiderius, 
in fulfilment of a vow made to St. Peter when his son Adelchi was 
struck blind in consequence of an accident while hunting, are of 
several diff^erent periods, but none appear to be contemporary with 
the building itself. The griffins, chimeras,^ fantastic animals and 
fishes with interlaced ornaments resemble those upon Scandina- 
vian monuments, and indicate that influence of northern traditions, 
which we have already had occasion to point out in similar sculp- 
tures of the eleventh century about Apulian churches, but the 
subjects in relief from the life of our Lord show by their simple 
and unsymbolical treatment, that they belong to a later period, as 
the Resurrection and the Passion were not so represented in this 
part of Italy before the twelfth century. So also, while the rudely- 
shaped animals and monstrous figures about the fa9ade of San 

* Ricci, op. cit. i. 256, 258. 

^ M. de Dartein, p. 44, says that according to the Abb^ Dozio (article in the 
Journal OathoUque) the griflfin symbolises the two united natures of our Lord. The 
divine expressed by the eagle and the human by the lion. The chimera, monster 
with three heads, indicates the triple rule of Christ over heaven, earth, and hell. 



LOMBABDY. 101 

Michele at Pavia, and the clumsy images of San Michele and a ^^ m>- 
bishop above its pediment are works of the eleventh or twelfth Pavia. 
century, the church is a building of the tenth, erected upon the 
site of an old edifice founded by King Grimoaldus, and burnt down 
when the Hungarian mercenaries of the Emperor Adalbert set fire a.d. 924. 
to the city.^ 

Theodoric had made Pavia a royal residence, and built a palace 
there, which was occupied by the Lombard kings aft;er the expulsion 
of the Goths.^ Monza also flourished under the barbarians, but 
they did nothing towards raising Milan from the low state to which Milan ne- 
Umh, the nephew of Vitiges, King of the Goths, had reduced her the Lom- 
in the fifth century. Her double walls, her theatres, temples, and 
peristyles adorned with statues, mentioned in the verses of a poet 
of the^fourth century,^ were then thrown down and destroyed, and 
this city, which had been the first in Italy aft;er Rome, did not regain 
its former position for more than five hundred years. The remains Early 

* . . • Bculptures 

of early sculpture at Milan are consequently of little importance, at Milan. 
and only worthy of attention as connected with the history of art in 
the centre of one of the most important North Italian schools. The 
earliest of these remains are a Christian sarcophagus of the fourth 
century in the church of S. Celso, which differs in no respect from 
works of the same class and period at Rome and Ravenna, and a 
rudely executed bas-relief of the eighth century on the outside 
of the church of Sta. Maiia di Beltrade, which is interesting on 
account of the connection of its subject with the period in which 

' Eicci, op, cit, i. 441. In the first volume of the Stones of Venice, Appendix 
No. 8, p. 362, Mr. Buskin speaks of the sculptures at San Michele as being of the 
seventh century at the latest, in which opinion we hesitate to agree for the reasons 
given in the text. He describes some of them upon the west front : ' One capital 
is covered with a mass of grinning heads, other heads growing out of two bodies, 
or out of and under feet ; the creatures are all fighting or devouring or struggling 
which shall be uppermost, and yet in an inefiectual way as if they would fight for 
ever, without coming to a decision. Neither sphinxes nor centaurs did I notice, 
nor a single peacock, but mermaids with two tails, strange, large fishes, apes, stags 
(bulls ?), dogs, wolves and horses, griflBns, eagles, long- tailed birds (cocks ?), hawks 
and dri^ns without end, or with a dozen of ends as the case may be ; smaller birds 
with rabbits, and small nondescripts filling the friezes.' 

^ The palace of Theodoric was burnt down in 924, rebuilt soon afler by King 
Ugo and finally levelled with the grotmd by the Pavians in 1024, because they 
did not choose to have a royal residence within their walls (Ricci, vol. i. p. 489, 
note 60). 

' Ausonius, MS. in the ducal library at Pavia, cited by Tristano Calco. Verri, 
St. di Milann, i. 23. 
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it was sculptured. It represents a bishop, preceded by monks 
bearing an image of the Madonna and Child upon their shoulders, 
and followed by torch-bearers ; the one with a long beard who closes 
the procession (called * Delia Idea ') is supposed to be the Primiciero 
or Maestro de' Vecchioni,^ the head of the * Scuola di Sant' Am- 
brogio/ a society of twenty male and female beggars, to whom alms 
A.D. 879. were distributed at certain seasons of the year. Among its bene- 
fitctors was Archbishop Anspertus, who built the atrium of Sant' 
Ambrogio, restored the palace of Stilicon, raised the crumbling 
walls of the city, founded many useful institutions, and is to be 
regarded as the regenerator of Milan. 
The Arch- The Archbishops of Milan, who held the first rank among 
MUan. Italian ecclesiastics, were the real rulers of the city under the weak 
successors of Charlemagne, but they did little for any of the arts. 
The only one of the predecessors of Anspertus who forms an 
exception to this rule is Angibertus. This prelate erected the 
ciborimn ciborium at Saut' Ambrogio, whose gables are adorned with long- 
Sontrogio proportioned, symmetrically-disposed figures in relief, of a thoroughly 
a!b!836. Byzantine type, and employed an artist named Wolvinus^ to make 
Woivinus. a series of bas-reliefs in gold to decorate the high altar. We may 
also mention Archbishop Anselmus on account of the interest 
Tomb of attached to the discovery of his burial place. About a century 
m\ rd ^^ ^ plain sarcophagus was removed fi^om the church of Sant' 
and Arch- Ambrogio to the adjacent monastery, and as its occupant was un- 
Anseimufl. known, it was opened before being set up against the wall of a 
corridor near the great staircase, and found to contain two bodies 
in a remarkable state of preservation.^ One of them, robed in a 
mantle of white damask embroidered with silk and gold, wore 
thick-soled shoes of red leather with metal spurs, and had a gilded 
wooden sceptre lying near his right hand; the other had a mitre 
upon his head, wore sacerdotal vestments, and held a crozier in his 
right hand, with a ring of silver gilt upon its withered forefinger. 
These bodies were recognised as those of Bernhard, King of Italy, 
and his faithful servant Anselmus, who was degraded and im- 
prisoned for life in the monastery of Sant' Ambrogio by Louis le 

' From his dress we might suppose this to be a priest, did we not know that 
priests were not allowed to wear beards at that time (Giulini, Mem, di Milano^ 
i. 305). 

» Giulini, op. cit. I 149. ^ » Id. i. 102. 
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D^bonnaire, on account of his participation in the rash attempt o£ 
Bernhard to throw off his dependence upon his uncle and liege lord, ^d- 817. 
When convinced of the impossibility of success, Bernhard made his 
way to ChAlons-sur-Sa6ne to implore the king's pardon. Louis 
pitilessly condemned him to death, and then commuted this sentence 
to loss of sight, but the unfortunate man escaped by a timely death 
from this horrible fate.^ 

We cannot take leave of the Milanese archbishops before speak- AkH- 

bistop 

ing of Heribert or Aribert, in whose person their wealth and power Heribert. 
culminated. This ambitious and warlike prelate, assuming the right 
to dispose of the crown of Italy, offered it to the German emperor 
Conrad at the Council of Constance, placed it on his head in the ^d- 1026. 
cathedral of Milan, and entertained him and his suite with princely 
magnificence for many weeks after the ceremony.^ But his chief 
title to remembrance is the invention of the Caroccio, which was The Ca- 
adopted by the principal cities of Northern Italy as an important '°*'^' 
stimulus to patriotism, and proved a powerful element of military 
success.® It consisted of a huge car with a lofty mast, surmounted 
by a crucifix standing on a gilded globe, from which floated two 
long white banners. An altar for the celebration of mass, the 
military chest, and all kinds of medicines and bandages for wounded 
soldiers were carried upon it, and as it was always kept in the midst 
of the army while in the field, it served to show where the com- 
mander stood, where the disabled could find succour, and where 
fugitives could rally in safety. Its loss in battle was a disgrace, and 
its possession by the enemy the surest proof of his victory. So great 
was the affection felt for it by the Milanese, that when Frederic Bar- 
barossa ordered their caroccio to be broken up their emotion affected a.d. 1162. 
even his rough soldiers to tears.* Five years after this humiliation 
they took their revenge upon the emperor at Legnano, and the rude Battle of 
Byzantine-looking crucifix which towered above the caroccio on l!^n67. 
that memorable day may still be seen in the church of San Calimaro,* 

> Eginliard ABfax)noine, Hist, de France par M. Henri Martin, ii. 374, 375. 
' Veni, Storia di MilafiOy L 92. 

• See Veni, Storia di Mila/tio^ i. 99 ; M. de Br6holles, p. 82 ; Corio, Storia di 
Mtkmo; and Le Vicende di MiUmo^ p. 200 (ed. 1778), for descriptions of the 
caroccio. 

^ Eangton's Life of Frederic IL i. 52, 

• The figure of our Lord in low relief is botii coloured and gilded. Below it 
Archbishop Heribert is represented holding the model of the church of St Dionysius 
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a memorial of that untiring resistance to foreign rule which has at 
last found its reward. The victory of Legnano is also commemorated 
Bas-reliefs at Milan by the bas-reliefs of the Porta Romana,^ which represent the 
Porta Ro- triumphant citizens returning to their half-destroyed homes, headed 
™*'*** by a monk named Frate Jacopo bearing the city banner in his hand, 
and accompanied by their allies from Cremona, Brescia, and Bergamo. 
The sculp- One of the inscriptions upon the gate ^ records the name of Ansel- 
seimus. nius as the sculptor of these reliefs, and honours him with the title 
of a second Daedalus;' but by applying to him the name which erro- 
neously stood to them as the type of perfection in sculpture, his 
contemporaries showed how incompetent they were to estimate 
him rightly, for the short clumsy thick-set figures, ranged one 
behind the other in stiff monotony, dangle in the air like a row of 
Portraits woodcu doUs with pendent feet and shapeless hands. Filled with 
barossa coutcmpt and hatred for Barbarossa, the Milanese caused two por- 
Emp!reOT tr^it bas-relicfs of himself and his wife, the Empress Beatrice, to be 
Beatrice, g^^ ^^ upou the Porta Romana, one of which is a hideous caricature, 
and the other too grossly obscene for description.* The bareheaded 
and long haired monster who represents the emperor, sits enveloped 
in a mantle, holding a sceptre in one hand and resting the other on 
his thigh. His feet are crossed, and between his knees which are 
widely separated crouches a nondescript creature, with a human 
head, bats' ears, a dragon's scaly breast and wings, and fishes* fins 
in lieu of arms.^ 

in his hand. The square nimbus around his head proves that the crucifix was 
made during his Hfetime. 

* These reliefs are let into the wall of a house near the Naviglio, in the street 
leading to the Porta Romana. 

^ The architect of the Porta Romana was G^rardus de' Castagnianega. 

* * Hoc opus formavit Anselmus Daddalus ale.' * Ale ' has been supposed to 
stand for * alter,' or to be an abbreviation of Alexandrinus. * DsDdalus ale ' has also 
been read as * De Dalus arte ' (see Millin, Voyage dans le Milanais), 

^ This bas-relief, which long disgraced the Porta Tosi, is now preserved in the 
Palazzo Archinti. It is sculptured on the back of a Roman cippus, whose inscrip- 
tion says that Publius Futilius had it made for himself and his three sons. The 
inscription is given by Biondelli in his articles * Sulle Arti e sui Restauri di 
Milano' (vide FolitecnicOy p. 75), and by Torre, II Bitratto di MUano^ Milan, 1714, 
p. 312 et seq. 

* Fiamma, the chronicler, says this figure was meant for the Greek emperor ; 
but this cannot be as he was an ally of the leaguers. Millin calls it * Christ con- 
queror of Satan.' Giulini and Biondelli believe it to be the portrait of Barbarossa. 
When removed from the gate it was set up in the wall of a house overlooking the 
Naviglio. 
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As Milan increased in power and wealth the monuments in her Monu- 

*• ^ , ments at 

churches multiplied to such an extent that, if we are to believe a Milan ia 

V the 14th 

chronicler of the fourteenth century, they were then no less than century. 
2000 in number, many of them remarkable for the richness of their 
decorations.^ Unfortunately we cannot judge of their merit, as in 
consequence of a decree of the Council of Trent San Carlo Bon'omeo 
caused many of them to be taken down, and others, such as the 
twelve red marble statues of the apostles given by Pope Urban III., ^»- 1220. 
and a pulpit made by the sculptor Oprando da Busnate,^ sub- 
sequently shared the same fate through various causes. Of all the 
monuments of the Sforza and the Visconti formerly in the duomo, 
that of the archbishop Otho Visconti,^ a red marble sarcophagus Died 
supported by columns, alone remains. It and some of these early 
works were probably sculptured by the Campionesi, to whom we 
may safely attribute all such marbles as show signs of improvement 
in style at and near Milan before the early part of the fourteenth 
century.* One of this important body of artists doubtless made Equestrian 
that equestrian alto-relief on the outer wall of the Broletto, which of oSi^o 
represents the Podesta Oldrado di Tresseno, who first burnt heretics 



seno. 



at Milan.^ His head is uncovered, his hair cut short in the neck A.D.1233. 
after the modern fashion, and his mantle, fastened upon his right 
shoulder, falls in well-arranged folds upon his knee. The horse 
moves stiffly, and his neck is disproportionately long. The group 
is tame and spiritless, but not devoid of a certain homely truth. 

The Campionesi, so called from the district of Campione, which The Cany 
lies on the slope of a mountain on the shore of the Lago Ceresio, ^^^^^^' 
almost opposite Lugano, obtained notoriety as able architects aud, 

> ' Inyeniimtur etiam nmad maimoresa ant ex silice ant alio qnocninqne lapide . 
vivo MM. . . . et est talis, qnsB constitit nltra xx. marohas argenti.' — Fiamma, Chron, 
Extrav. MS. cap. xciii. GKnlini, iv. 786. 

2 Ambrogio Bossi, Cronaca delta, Fior de* Fiori. 

* Otho's nephew Giovanni di Matteo .is bnried with him (see Franchetti, Duoma 
di MUaiw, plate 20, and p. 95). 

^ Snch as a bas-relief in the sacristy of San Giorgio near Bemate in th^ 
district of Magenta. Eng. in Ginlini's work, iv. 35. 

* * Catharos ut debnit nxit \_8ic], Magnnm vitnperinm ftiit,' says Fiamma, 
' that snch a man should have been honoured with a statue. Note that this was 
the first equestrian group erected in Italy since the days of Justinian. Pope 
Gregory IX. accorded his protection to the Lombard league on condition that the 
papal and imperial edicts against heretics should be carried into effect.' Verri, 
8t, di MUano, i. 240, says there were fifteen heretical sects at Milan in the early 
part of the thirteenth century. 
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Their sculptoFs in the north of Italy long before the Revival. We find 

^Vtf^l* K IB A. ^ 

Modena. five of them attached to the duomo at Modena in the thirteenth 
century, Anselmo, Ottacio, Enrico, Alberto and Jacopo, who are 
only known to us as * da Campione.'^ The marbles sculptured by 
these artists for the chapel of the Holy Sacrament, the most impor- 
tant of which is Anselmo's bas-relief of the Last Supper, are rude 
and lifeless. The figures are stiffly and formally arranged, and 
show but little attempt at expression. Though less barbarous than 
those about the portal of the church, which were sculptured a cen- 
tury earlier, they are hainily on a par with the works of Niccola 
Pisano's predecessors in Tuscany, and are decidedly inferior to the 
contemporary works of Benedetto Antelami at Parma. Enrico II. 
da Campione, the grandson of Anselmo's companion of the same 

4.D. 1322. name, sculptured the statuettes upon the pulpit in a much more 

A.D. 1817. correct style, and built the upper portion of the Ghirlandaja, a con- 
spicuous tower at Modena.* His contemporary, Hugo da Campione, 

AD. 1341. made an octagonal font, and the tomb of Cardinal Luigi in the 

> Anselmo contracted (November 30, 1244) for himself and his heirs to work 
at Modena * in perpetuo ' for six imperial lire a day in summer, and five in winter. 
This was afterwards increased to eight lire from April to October and six from 
October to April (vide Campori's Artisti Eaieri^ pp. 116, 117, and Borghi*s Duomo 
di Modena^ p. 79 ; also Tiraboschi, Storia della Letteratura Italiana, vol. v. lib. iii. 
p. 672). 

Genealogical Tree of the Campionesi. 

Anselmo, 1244. 

I 

Ottacio. 



Enrico I. Alberto. Jacopo. 

I t 

Ugo Ennco 11. 



Giovanni, 1341. Matteo, 1395. Bonino, 1397. 

Giovanni II., 1360. 



. I . 
Niccolino. Antonio. 

Marco 1387, Zeno 1388, Bonino 1393, Jacopo 1389, Simone 1389, Matteo 1389, 
are all mentioned in Franchetti's Chronological Series of Architects paid or consulted 
bj the Rev. Fabbrica of the duomo at Milan (vide Franchetti's Duomo di Milano, 
pp. 139, 140). 

* Campori, op. cU, p. 117. Cicognara, Storia della Bcultura, lib. v. ch. v., says 
tiiat Enrico was the scholar of Agostino and Angelo Sanesi. 
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church of Santa Maria Maggiore at Bergamo,^ and with the assist- 
ance of his son Giovanni built the church of Sant' Agostino, and 
erected the tomb of Guiscarda de' Lanci within it.^ 

Before speaking of the later and more eminent Campionesi who 
were scholars of Giovanni Balduccio, we would describe briefly the ^J^*/^^" 
condition of Milan in the early part of the fourteenth century. It ^i^®/^* 
was ruled alternately by two powerful families,^ the Visconti and the fourteenth 

•^ century. 

Torriani, untU Henry of Luxembourg confirmed the power of the Matt^ 
Visconti by appointing Matteo, Bumamed 11 Grande, to be imperial ^5^1 311 
vicar. The rapid extension of his power over ten of the great ' ' 
cities of Lombardy excited the dormant hostility of the popes, who 
looked upon his rule as an obstacle to the desired dependence 
of Italy upon Rome through the vassalage, which the German 
emperors tacitly declared on receiving the crown from their hands 
at St. Peter's. In pursuance of this policy Pope John XXII. 
accused Matteo of the worst crimes, branded him as a heretic, March u. 

1322 

excommunicated him and his successors to the fourth generation,* 
and when he died caused a bull to be circulated in England, France, June. 

1322 

and Italy, promising plenary indulgence to all who would take up 
arms against his sons. The army thus raised was placed under the 
command of the famous Raimondo da Cardona, who blockaded 

' Calvi, op. cit. pt. i. p. 40, note 1, speaks of a drawing of this tomb upon a 
portion of which the clergy, nobles and people are represented as rendering 
homage to the deceased. This conceit is repeated in the tomb of Bernardo Maggi 
at Brescia, which is probably by the same artist. 

^ Giovanni da Campione was aided, in his turn, by his son of the same name, 
as well as by his scholars Antonio and Giovanni Cattaneo, when he built the great 
portal of Santa Maria Maggiore, and modelled the equestrian statue of Santo 
Alessandro above it, which is inscribed, * Filius Ughi di Campilione fecit hoc opus 
A.D. 1355.* One of the Giovanni's, father or son, made the statues of Sant* Alessandro 
and twelve seated apostles, which existed in the upper part of the loggia of the 
fa9ade of Sant' Alessandro, destroyed in 1561. The great portal of Santa Maria 
Maggiore is dated 1351, and inscribed, * M. Johannes de Campilione, C. P. [Civis 
Pergomensis] fecit hoc opus.' The southern door which is Gothic and adorned 
with a frieze of little niches containing statuettes is inscribed, ' Magister Johannes, 
filius quondam Dom. Johannius de Campilione, fecit hoc opus in Christi nomine. 
Amen. a.d. 1360.' (Vide Tassi, 8c, e Pitt, Bergomasche, p. 10, vol. i. p. xi. and 
p. 8 ; and Calvi, op, cit. p. 41, nota 3.) 
* So were : — 

Pavia by the Beccaria and Langosco. Bergamo by the Colleoni and Suardi. 

Monza by the Torricelli andCavalaggi. Lodi by the Vignati and Vistarini. 

VercelU by the Avvocati and Tizzoni. Como by the Rusca and the Vitani. 
^ Cronaca di Pietro Azario ; Ughelh, Italia SarrUy vol. iv. col. 206 ; Verri, 
vol. i. ch. xi. p. 309. 

p2 
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them for eight months in Monza, and finally took possession of the 

GttieMzoi. city. Galeazzo I., the eldest son and successor of Matteo, although 

at first forced to fly before the storm, succeeded in making himself 

lord of Milan within a twelvemonth after his fiither's death, and 

held the city for four years. His ruin was then brought about by 

the intrigues of his younger brother Marco Visconti, who induced 

the new emperor Louis of Bavaria to imprison him, with his son 

Azzo and his brothers Stefano and Luchino, in the loathsome 

dungeons of Monza which Galeazzo had constructed, without any 

idea that he would be forced, like a new Perillus, to taste the horrors 

of his handiwork.^ After eight months of suffering the half-dead 

prisoners were liberated through the intervention of Castruccio 

Castracani, Lord of Lucca, who was bound to Azzo Visconti by 

gratitude for the opportune assistance which he had rendered him 

AD. 1322. three years before at the battle of Alto Poscio.* After the death of 

Galeazzo at Pavia, Castruccio induced the emperor to sell the imperial 

Azzo Vis- vicariat of Milan to Azzo for the sum of 60,000 florins, and Pope 

John XXIL, dreading lest the Lombard clergy should adhere to the 

anti-Pope Nicholas V. who was greatly in favour at Milan, confirmed 

A.D. 1329. his newly-acquired power by cancelling the interdict which he had 

His pa- fonnerly laid upon the Visconti, With Azzo's reign a new era of 

tronage of J ir i #. o . 

the arts, prosperity and progress commenced for Milan.® During the two 
years which had elapsed since his liberation from prison, he had 
been living in Tuscany, where he had become familiar with the 
works of the Pisani, of Amolfo del Cambio, of Giotto, and of Andrea 
Pisano, and as soon as he found himself in the position of an 
independent prince he showed how greatly his mind had been 

* Marco, wlio followed neglected and despised in the train of the Emperor 
Louis, died either in consequence of a fall from the window of the ducal palace, 
or by suffocation. * De cujus morte certum ignoratur * says the Azario Chronicle, 
quoted by Verri, op. cit. i. 319. Villani and Corio say that his brother and 
nephew caused him to be suffocated, and that his body was thrown out of the 
palace window (GiuUni, op. cit. v. 194). 

^ Azzo brought withliim a troop of 1000 horse to Castruccio^s assistance and 
by this addition to his forces assured him the victory over Raimondo da Cardona 
whom he took prisoner. Sismondi, v. 113, says that Castruccio followed up his 
success by plundering the viUas about Florence of all the works of art which they 
contained. 

3 Matteo Visconti did little for art at Milan. He commenced the ducal palace 
which Azzo afterwards finished, and the Loggia degli Osj on the Piazza dei 
Mercanti, of which he cannot have built more than the lower story, as the upper 
stories and all the decorative portions are manifestly posterior to his time. 
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opened to the necessities of his people for cultivation in art by 
inviting Giotto to adorn his palace with frescoes,^ and Balduccio 
Pisano to make the tomb of St. Peter Martyr for the church of Sant' 
Eustorgio.^ 

The Lombard sculptors whom Balduccio employed to assist 
him in this work propagated his style in Lombardy, as we see 
among other examples in the famous Area di Sant* Agostino at 
Pavia, which was probably made by Matteo and Bonino da Campione, Matteo 
the two most remarkable artists formed by Balduccio duidng his ninoda 
residence at Milan.^ Twelve years were employed and four thousand ,£.1^™^*°°^* 
golden scudi spent in constructing it in the sacristy of San Pietro ^ ^^' 
in cielo d' oro, whence it was removed to its present position in the j^.^. lip. si />/ 
duomo, when that building was demolished. It is enriched with 
bas-reliefs, statuettes, and architectural accessories in the Pointed 
style, which form an ensemble of the most imposing character. The 
effigy of the saint, covered with a winding-sheet held up at the 
corners and sides by six angels, lies upon a mortuary couch seen 
through the open arches which support its second story. The 
statuettes of the apostles are placed two by two in compartments 
around the lower or basement story, separated from each other by 
pilasters faced by statuettes of the Virtues. Above them smaller 
statuettes of saints and prophets stand against the pilasters of 
the second story, upon which rest consoles supporting seated figures 
of saints and martyrs. A row of pointed gables decorated with 
brockets and finials runs round the uppermost story, upon which 
is a series of bas-reliefs representing incidents in the life of SL 
Augustine, separated from each other by twenty statuettes. If 
compared with the Area di San Doraenico, that of Sant' Agostino 
instantly asserts its superiority in unity of design, but its bas-reliefs 
and statuettes are greatly inferior to those by Niccola Pisano at 
Bologna, while its reliefs are superior and its statuettes inferior to 

* See Tuscan Sculptors^ vol. ii. letter D. Appendix, for Fiamma's description 
of this palace. Besides the frescoes of Giotto which adorned its walla (vide Vasari, 
i. 335), there were perhaps others by a Pavian painter named Andrino da Edesia. 
Lomazzo, Trattato delta Pitttiray p. 35 ; Calvi, pt. i. p. 7 ; Verri, i. 323 ; and 
Giulini, V. 236). 

' For description of this tomb see Tuscan Sculptors^ vol. i. ch. iii. 

■ According to Vasari it was made by Agostino and Agnolo Sanesi, but this 
cannot be as they died before the middle of the century, and the Area is dated 
-A.D. 1362. Cicognara ascribes it to Pietro Paolo and Jacobello delle Massegue, 
but no work of theirs is kno\vn prior to 1380. 
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those by Balduccio at Milan, of which some are close imitations. 
The figures, which are very Pisan in style, have their surfaces 
highly polished, the borders of their robes carefully elaborated, and 
the pupils of their eyes painted black, according to a common 
custom of the time. 
Luchino After the death of Azzo Visconti, his paternal uncles Luchino 

a.d!^i339- ^^d Giovanni nominally ruled the state together, though the latter, 
^^^^' . being little inclined to politics, left the reins of government in the 
hands of his brother, who was one of the best princes of his house, 
but not a patron of art. Mention is made of many palaces which 
he built and decorated with frescoes, but we have no proof of his 
having given any commissions to Balduccio or his scholars, though 
Monu- he may have ordered the former to make the monument of Azzo, 
Azzo and which is now preserved in the gallery of the Marchese Trivulzi at 
viw»nti. Milan. ^ The monument to Stefano in the chapel of St. Thomas 
Aquinas at S. Eustorgio, one of the works attributed to Balduccio,^ 
was most probably erected by order of his three sons, Matteo II., 
Bemabo and Galeazzo, whom Luchino had exiled, and whom Giovanni 
recalled after the death of Luchino, to share the territory of Milan 
Bemabo with him.® This partition was soon simplified by Bemabo and 
feazzo Galeazzo who poisoned Matteo, fearing he would get rid of them. 
iscon 1, Q£ ^j^ggg ^Q iniquitous tyrants Galeazzo was perhaps the worst, 
for he was persistently cruel and unjust, while Bernabo sometimes 
varied his course of crime by acts of justice and even of kindness. 
Bemabo patronised art, though purely as a means of self-glorifica- 
tion, but Galeazzo disregarded its claims and wantonly destroyed 
the frescoes by Giotto in Azzo's palace.* 

Milan and its dependencies long groaned under the yoke of these 

monsters, for Galeazzo reigned twenty-four years, and Bemabo 

thirty-one, at the end of which time he was treacherously seized by 

his nephew Galeazzo, Conte di Virtu, and confined in the castle of 

Equestrian Porta Giovia, where he probably died of poison. It is well to recall 

statue of Mr J r ^ 

Bemabo what manner of man he was as we look at his equestrian statue 
in the Mediaeval museum at the Brera, for it is but a lifeless work 

' See Ticscan Sculptors^ i. 75. 

* Calvi, op. cit. pt. i. p. 21. 

* Caffi, Storia di S, Eustorgio, 

* * Qu8e domtLS cum omamentis et picturis et fontibus hodie non fieret cum 
trecentis millibus florenis.* — ^Azario, p. 285, quoted by Veiri, i. 336. 
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which needs some historical association to give it interest.^ Clad 
in armour and holding the b&ton of command in his left hand, he 
sits stiffly upon his horse, whose trappings, enriched with his cypher 
and the emblems of his house, were once gay with gilding and 
colour; two diminutive figures of Fortitude and Justice stand like 
pages at his stirrups. The statue is raised upon a sarcophagus 
which rests upon nine short columns, and has its four sides adorned 
with coarsely-modelled bas-reliefs of the Crucifixion, the dead Christ 
and angels, the Evangelists, and single figures of saints.^ It is not 
the monument of Bemabo, as one would naturally suppose, but that 
which he erected to the memory of his wife Riegina della Scala, who 
had great influence over him, and to whom he was much attached 
despite his cruelty, his bad temper and libertinism. It originally 
stood behind the high altar of San Giovanna a Conca,' in such a 
position that the worshippers appeared to be praying to Bemabo, 
which was considered so scandalous that it was removed soon after 
the tyrant's death to a more fitting place near the door. Matteo 
da Campione is said to have been its sculptor, but we feel rather 
inclined to ascribe it to Bonino,* for the equestrian group resembles 
that with which he crowned the Gothic tomb of Can Signorio at 
Verona, and its style is less simple than that of the pulpit by 
Matteo at Monza. Matteo was the elder of the two Campionesi, Matteo da 
and succeeded the unknown architect of the duomo at Monza about ^^§16°^ 
the middle of the fourteenth century * in the post which he reftised MoMa.**^ 
to resign when he was appointed architect of the duomo at Milan, 
and which he held until his death.* He designed the fa9ade of the a.d. i389. 



* Engraved in Litta's Famiglie CeUhre, fam. Visconti. 

* The four statuettes at the comers of the sarcophagus, two of which only 
remain, were probably designed to hold torches or candelabra. 

' * In sepultura alta, quse est retro altare majus, ubi est imago sua sculpta in 
marmore et equestris, quBB est mirabilis et pulcher.' — ^Azario, Arm. Med. ; Giulini, 
V. ^^. 

* Torre, op. cit. p. 50, does not give the sculptor's name. Rossi and Cataneo, 
MS. Hist, of Lombard ArtistSy in the Biblioteca MiJzi, suggest Bonino. Calvi, op. ciL 
p. 45, says Matteo, the inferiority of whose work in it as compared with that of 
Monza he ascribes to his having so bad a subject as Bemabo to illustrate, which is 
reaUy no good reason. 

* Frisi, Mem. Storia di Monza, i. 12, ed. Milan, 1794. 

^ Calvi says in 1390 on the death of Marco da Campione. Matteo*s name is 
given in Franchetti's list of the ingegneri paid or consulted by the Ven. Fab. del 
duomo di Milano, op. cU. p. 14^. 



112 ITALIAN SCULPTORS. 

duomo at Monza in a mixed Gothic style, and decorated it with 
slabs of coloured marble, in the manner originally introduced by 
Amolfo del Cambio at Florence. He also sculptured a now destroyed 

The pulpit, font foF the baptistry, and the pulpit, which is adorned with sta- 
tuettes of the Apostles in niches,* separated by panelled pilasters 
upon which are small and remarkably well-designed figures in very 
low relief. The compartments which divide the surface of the pro- 
jecting reading-desk contain small statuettes of the four Evangelists, 
and one of our Lord, holding a book and a thunderbolt, a piece of 
Paganism which would have been less surprising a century later. 
The accessories are executed in a simple unpretending style which 
leaves little room for criticism. The works of Matteo at Monza are 
thus enumerated in the mortuary tablet set into the outer wall of the 
duomo : ' Here lies the great architect, the devout master Mattheus 
da Campilione, who built the fa9ade of this holy church as well as 
its pulpit and baptistry, and who died in the year of our Lord 
1396.' 

Bonino Bouiuo, who is supposcd to have belonged to that family of 

pione. Fusina which gave several artists to Milan, is mentioned by Giulini 
and Mazuchelli as a simple ' scarpellino,' but the tomb of Can Si- 
gnorio della Scala at Verona *^ proves that he deserved a higher title. 
Before describing this monument we would remind the reader that 
the Scaligeri had long been powerful among North Italian princes, 

CanedeUa and distinguished patrons of art and letters. Cane della Scala, 

Sciilft 

A.D. 1*312. sumamed ' II Grande,'* who was a prince brave and fortunate in the 
field, and faithful to his promises (a rare virtue at the time), lies 
buried above the portal of Sta. Maria Antica, in a sarcophagus 
adorned with low and slightly- wrought bas-reliefs representing the 
chief military events of his life, and with statuettes of the Madonna 
and the angel of the Annunciation. Upon it is placed his simple 
and dignified effigy, overshadowed by an arched canopy which is 

' Their close resemblance to those upon the Area di S. Agostino at Pavia con- 
firms the belief in Matteo's co-operation in that work. 

* * Hoc opus sculpsit et fecit Boninus de Campiglione Mediolanensis (vide 
Maffei, Verona Illtistrata, ed. in 8vo. vol. iv. p. 128). 

' * Lo primo tno rifagio e *1 primo ostello 

Sara la cortesia del gran Lombardo, 
Che *n su la scala porta il santo uccello ;' — ParadtsOy xviL 70. 

Bartolomeo della Scala is the great Lombard who sheltered Dante in his exile. 
The * santo nccollo * is the eagle. 
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itself crowned by a spirited group of the knight on horseback.^ His 
successor, Mastino IL, enjoyed a larger revenue than any other MastmoU. 
Christian monarch of the time excepting the King of France,'^ and 
lived in a state of regal splendour, surrounded by no less than 
twenty-three dethroned princes who had found refuge at his court.® 
^ When he rode out/ says an anonymous chronicler, ' the whole city 
of Verona was struck with fear, and when he threatened all Lorn- 
bardy trembled.^ Rights were respected and justice was promptly 
rendered during his reign, and all parts of his kingdom were so safe 
that any person could walk about with a purse of gold in his hand 
without danger of being robbed/ 

But with all this Mastino II. was a great libertine, who created 
a host of enemies at home by the unscrupulous gratification of his 
passions, and abroad by his boundless ambition. Florence, Venice, 
Padua, Milan, and Mantua formed a league against him, and so 
greatly reduced his power, that at his death his successor Can 
Signorio inherited a very much diminished territory. The com- 
mission for his monument was given to a Milanese sculptor named 
Perino, known only by this work. The sarcophagus upon which Perino da 
lies the statue of the deceased prince, is placed under a canopy flourished 
ending in a pyramid, crowned by an equestrian statue. Two bas- 
reliefs representing Christ enthroned, with Mastino kneeling at his 
feet^ and Christ rising from the tomb, are placed upon the front and 
back of the sarcophagus, which is adorned with figures of saints, and 
a well-conceived statuette of Fortitude. The monument which Can Monu- 
Signorio erected to himself is far more elaborate. The victim of an Can si- 
incurable malady, he lost no time in setting aside ten thousand ^^"*^* 
florins of gold for the adornment of his tomb, and again turning to 
Milan for a sculptor, summoned Bonino da Campiglione to Verona.* 

* Ruskin, Stones of Venirp^ iii. 70, speaks of it as * the consmnmato form of the 
Gothic tomb.' 

* Sismoodi, Bep. Ttal. vol. v. ch. xxxiii. p. 23. 

* Cortnsio, Hist de Novitatibiut Paduce^ quoted by Cantu, ii. 761. The halls of 
his palace were adorned with frescoes representing the vicissitudes of Fortune ; 
and the subjects of those painted upon the walls of its principal apartments, were 
especially adapted to the condition of his guests ; such as * triumphs for warriors, 
hope for exiles, the Muses for poets, Mercury for artists, and paradise for the clergy.' 

* * Quum Dominus Martinus obequitabat, tota Veronensis urbs pertimescebat, 
quum minabatur, tota Lombardia contremiscebat.* — Frag. Hist. Romaine, Ant, It, 
ap. Muratori, iii, 286. 

* Calvi, op. cii. p. 58, thinks that perhaps Bonino had previously made the 
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The tombs of Can Grande and Mastino II. furnished Bonino with a 
type which he adopted and developed into a richer but less pure 
design, which combined classical with Gothic elements.^ The eight 
columns with Corinthian capitals at the corners of the edifice serve 
as supports for Gothic niches containing statuettes of military saints, 
standing like sentinels over the dead. Through the intercolumnar 
spaces, which are spanned by Gothic arches with spandrils and archi- 
volts enriched with medallions and open-work, is seen the recumbent 
statue, watched over by a simple and very beautiful figure of an 
angel with half-spread wings, lying upon a sarcophagus with a 
heavy cornice of leaf-work, and twisted columns at the cornel's. It 
is decorated with bas-reliefs, one of which represents Can Signorio, 
under the protection of his patron saint, kneeling at the feet of the 
Madonna to receive the benediction of the Infant Saviour. Upon 
the apex of the monument, the sides of whose pyramidal roof are 
enriched with small Gothic tabernacles containing statuettes of the 
A'^irtues, sits Can Signorio on horseback. Intricate in its general 
design, and somewhat overloaded in detail, this magnificent structure 
is the embodiment of the profusely splendid, wayward, lawless life 
of these princes. We find in it the same strange admixture of 
Paganism and Christianity, license and child-like faith, architec- 
turally expressed by Roman and Gothic elements, extravagances of 
style and simplicity of line. 
TomTsat It has bccu suggested that Bonino sculptured several ducal 

auributca tombs at Venice in the churches of San Giovanni e Paolo and the 
to Boniho. j^j,^j.j 2 i^ut there is no prooif of this in the tombs themselves, which 

appear to belong to the school of the Massegne. There are also 
four statues in niches on the outside of the apex of the duomo at 
Milan, which from their resemblance to the military saints upon the 
tomb of Can Signorio have been attributed to him, but without 
AD. 1388. evidence; the only further mention we have of him is in the records 

torab of Giovanni delJa Scala in 1359 in the cemetery of the family at Verona, and 
thus attracted the notice of Cansignorio. 

* Bonino was one of the first Lombard artists who adopted the transition style 
from Gk>thic to Greco- Romano which is known by the name of the Bramantesqne. 
From Niccola Pisano down, Italian architects were eclectic and never frankly 
accepted the pure Gothic. 

* Calvi, op. cit. p. 59. The tombs are those of Marco Comaro in 1367 and of 
Andrea Morosini in 1347 at S. Giovanni and Paolo ; and that of Simone Dandolo 
in 1360 at the Feari. Selvatico, op. cit. p. 146, states his opinion that the first is 
an early work of the Massegne. 
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of the duomo, which speak of him as taking part in a discussion 
concerning certain errors in its construction, and refer to him as 
dead, in an order given about a marble figure which he had made a.d. 1397. 
at the quarries of Gandolia whence it was to be brought to Milan.^ 

After Duke Gian Galeazzo Visconti had founded tlie duomo oianOa- 

leazzo 

at Milan and the Certosa at Pavia, there was hardly an architect or Viscomi. 
sculptor of any celebrity who did not contribute in a greater or less 
degree to their construction and adornment. The schools of archi- 
tecture and sculpture connected with these buildings, and the 
constant demands upon the artistic capabilities of the countiy, con- 
tributed powerfully to art development, which was greatly promoted 
by the duke, who was a connoisseur of no mean order, and so versed 
in architecture that the original design of the duomo has been 
attributed to him. We have already mentioned how this crafty, 
hypocritical, and ambitious man made himself master of tlie state 
by the seizure of his uncle and father-in-law, Bernabo;^ he followed 
up this act of treachery by entering Milan at the head of his troops, a.d. i386. 
and assembling a general council, which under such pressure 
hastened to confer the sovereignty upon him and his heirs direct, 
by virtue of their acknowledged right to elect their ruler. Con- 
sidering however, that what the people could give the people might 
take away, Galeazzo afterwards compounded to pay the Emperor 
Wenceslaus twenty thousand gold sequins for the title of hereditary 
Duke of Milan. Seated upon a magnificent throne in the Piazza of Sept. 6, 
Sant' Ambrogio he received the ducal mantle and crown from the 
envoy of his liege lord, in the presence of princes, nobles, and people, 
and closed the gorgeous ceremony by a succession of masses, 
tournaments, cavalcades, and processions. 

Ten years before this time Galeazzo is said to have made a vow 
to the Virgin, that if his schemes were brought to a successful issue 
he would raise a magnificent cathedral in her honour. The very He founds 
year after their accomplishment he fulfilled this vow by founding at Mib?n!^ 
the duomo at Milan, and gave to the ' Fabbrica' the marble quarries ^'^' ^^^^ 



' Mem. e Doc. cited by Calvi, p. 60. The marble is mentioned as * quod dicitur 
fecisse quondam Boninus de Campiglione.* 

* Gian Ghdeazzo son of Qaleazzo 11., first married Isabella, daughter of the 
French king Charles VI., and at her death Caterina Visconti daughter of Bemabo 
(CantOi, op. cit. ii. 843). He derived bis title of Conte di Virtii from a French 
* feud* brought to him in dower by his first wife (Verri, i. 387). 

q2 
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of Gandolia,^ a mountain near the Lago Maggiore, setting aside a 
yearly sum to be spent in working them.* There appears no longer 
any reasonable doubt that its first architect was Marco Frisone da 
Marco da Campionc,® who caused his colleague Simone da Cavagnera to con- 
struct a model of the building as a guide to his successors. He was 
one of the five Campionesi attached firom the beginning to the 
* Veneranda Fabbrica,' a body of architects and sculptors constituted 
and presided over by the duke. His claims to this honour have 
been long disputed by a German architect named Heinrich von 
Gmunden, who shortly after the death of Marco* expressed such 
grave doubts as to the solidity of the edifice, that the matter was 

' Named also ' Candolia,' perhaps from the whiteness of the marble extracted 
from it (Giulini, v. 691). 

^ An inscription upon the duomo states that it was began in 1386 (Calvi, op. 
clt. Vita di Marco da Campione, p. 76). Torre, Bitratto di MUanOy says the 7th of 
May 1387. In 1388 it was decided to cover the walls with marble (vide Calvi, 
p. 77; Ricci, ii. 382; and Giulini, t. 690, 693-4). 

' Sig. Calvi, Note mile Vite (pt. i. pp. 65, Life of Marco da Campione), considers 
the fiwst settled by a codex compiled in the office of the Vicario di Provisione which 
he discovered, and which commences on the 16th of October 1387, and closes in 
1401. He also shows that though the duke protected the arts by opening an 
academy of design in his own palace, and knew enough about architecture to be 
able to speak intelligently upon it with the best professors, there is no foundation 
for the assertion of Borsieri that he was capable of designing such a building. The 
claims of the German Heinrich Adler von Gbnunden, conamonly known as Enrico 
Gamundio, are set aside, says Sig. Calvi, by the fact of his not having come to Milan 
i until five years after the foundation of the duomo. Nor could it have been Simone 
da Orsenigo, as the title of * ingegnere,' which was not given to any but the head 
architect and his assistant, is not affixed to his name until a later period. The 
testimony of the above-cited codex is strongly in favour of Marco da Campione, as 
in the account which is given of a council of architects held under the presidency 
of the vicar and his twelve associates (20th of March 1388) to debate upon the 
disputed solidity of the works, the first person who answered the charges was 
Marco da Campione, in a discourse which showed an intimate knowledge of the 
most minute details connected with the building. That the building was roofed 
in and ready for divine service in 1395 is proved by a record of payment to an 
organist for his services during the mass (Mem, delV Arch, Civ.), July 10, 1395. 
Kicci, op. cit. ii. 385, does not consider Marco*s claim as frdly substantiated ; but 
he rejects that of Heinrich von Gmunden and concludes in favour of one of the 
Italian architects. 

* 8th of July 1390. * Magister Marchus de Frixono Ingignerius Fabrice decessit 
die superscripto circa horam Avemarie in mane, et corpus ejus sepultum friit 
honorifice in ecclesiA Sancte Thecle ipse die post prandiun^ (1^ reg. delle Ord. 
Capitolari).' — Giulini, v. 698. Giulini remarks that the great esteem in which 
Marco was held is shown by the above notice in the Registers — the funeral honours 
paid to him — and the discussions held on the same day in the Capitolo about sup- 
plying his place. 
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discussed, and being decided against him he shortly left the city. 
In the documents connected with this discussion we first meet 
with the name of Bernardo da Venezia, the original architect of Beraaido 
the Certosa, which the duke founded near Pavia. nezU. 

As the duke had founded the cathedral at Milan the year after Founda- 

tion of the 

his seizure of the throne, he marked the legalisation of that act, the Certosa at 

_ Pavia 

year after his power had been confirmed by the Emperor Wen- i396.' 
ceslaus, by founding the Certosa as a new and splendid offering j^iyis, 
to heaven. Bernardo appears in a lately discovered document, ^^^^' 
occupied as head architect in superintending the digging of its 
foundations and accumulating materials for its construction^ about 
a month before the comer stone was laid by the duke with great Aug. 27, 

1396 

pomp, in pi-esence of the Bishops of Pavia, Novara, Feltre, and 
Vicenza, and many other illustrious persons. In three years the 
building was so far completed that mass could be celebrated within 
the walls.^ 

In artistical interest it far surpasses the Duomo, for the bas- Artistic 

, interest 

reliefs, tombs, and ornamental work about its fagade, its interior, of the 
and its cloisters, render it a perfect museum of sculpture by the best 
artists of the Lombard school, while there is hardly one good work 
of art among the myriad statues that cover the roof, crown the 
pinnacles, and fill the niches of its rival at Milan. Few Italian 
churches indeed can compete with the Certosa, whose stillness is 
broken only by the hushed tread of some white-robed monk, who 
passing on, leaves the visitor to an undisturbed enjoyment of the 
objects around him. After scanning every rich detail of the fa9ade 
he enters through the sculptured portals into the nave, examines 
the paintings and marbles in the chapels, the tombs that line the 
transepts, the exquisitely sculptured doorways of the sacristies, the 



* Codex discovered in the archivio of San Fedele at Milan by Sig. Girolamo 
Calvi (vide La Fondazione del Tempio ddla Certosa, by Sig. Calvi, a pamphlet printed 
Art Milan in 1862) ; Bee also the life of Bernardo da Yenezia (probably so called from 
a long residence in Venice), in pt. i. p. 103 of Sig. Calvi's NoHziey Ac. Milan, 1859. 
The Certosa was bnilt in a part of t^e park of Mirobello, the remainder of which 
was kept as a dncal preserve. The circnit of the high walls which snrronnded 
it was twenty miles. Ricci, op, cit ii. 399. 

' Gian Guleazzo largely endowed the Certosa in his lifetime, and in his will left 
a certain sum, the income from which was to be expended on the church and 
convent until their completion, and after that to be given to the poor. Bicci, 
ii.401. 
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bas-reliefs and terra-cottaa in the vast cloisters, the richly-carved 
capitals and cornices (see Plate XIII.), and carries away with him 
a sense of harmony and completeness, only to be derived from a 
series of works which belong like these to one school and to one 
time.^ 

They were for the most part executed under the successors of 
Gian Galeazzo, but in the duomo of Milan! we find sobie works of 
his time, such as the richly-sculptured Gothic doors of the sacristies, 
which were designed by a sculptor from Fribourg named Annex 
di Fernach. Having been called home when they were partially 
Completed, he left them to be carried on by the Milanese sculptors 
Giovanni and Perrino de' Grassi. The first of these artists known 
as Giovanni da Milano, who enjoyed a considerable reputation as a 
painter, accompanied Giotto on his return from Milan ta Florence, 
and there entered the studio of his scholar Taddeo Graddi, under 
whom he afterwards worked in various parts of Italy.' The in- 
fluence of Giotto upon him is plainly visible in the heads which he 
sculptured upon the flat spaces and architraves of both these, doors. 
The two bas-reliefs upon that to the north represent Christ between 
the Virgin and St. John, and the Assumption of the Madonna ; those 
upon that to the south the Madonna della Miserioordia, the Virgin 
seated between two kneclmg; saints, and the Deposition. The broad 
archivolt is adorned with reliefs of the Annunciation, the Visitation, 
the Adoration, the Presentation, the Flight into Egypt, and the 



* The ground plan of the Certosa, like that of the duomo at Milan, is in the 
shape of a Latin cl*oss. "Hie central portion of the building, that first erected, is 
Gotliic ; the apse. shows signs 9f.the transition- period from Grothic to Renaissance, 
the facade which belongs to the fifteenth century, is completely Renaissance or 
Bramantesque. Braniante Lazzari, or Bramantino * 1' Antico,' is neither to be con- 
founded with his continuator Bramante d' Urbino, or with Bartolomeo Suardi. He 
was like Brunellcschi in Tuscany the propagator of the classical revival in Lombardy, 
which took place much later there on account of the unsettled state of the country 
after the death of Gian Galeazzo. Vasari in his life of Pietro della Francesca and 
Girolamo da Carpi, xi. 268, confounds the two Bramantes, as Calvi plainly shows 
in his life of Bramantino Lazzari, Notiziey <fec. pt. ii. 

* Calvi says Giovanni's family name was Grassi, op. cit pt. i. p. 96. A docu- 
ment published in the Archivio Storico Italiano, 1858, ii. 65, mentions him as 
Johannes Jacobi Mediolano, and Cavalcaselle, Hist' of Italian Painting, vol. i. 
pp. 402-8, note 2, adopts this statement and calls him Giovanni Jacobi. The 
Conte Nava, Mein, del Duomo di Milano, p. 64, speaks of Giovanni de* Grassi as 
* sommo disegnatore, non solo di cose d'oitnamenti, ma anche di figure, come lo 
dimostrano le citate porte della sagrestia.' 
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Massacre of the Innocents ; ^ its side parts are covered by elaborately- 
adorned pinnacles, and its central arch is surmounted by a heavy 
finial and a crucifix. Another interesting work in the Milanese Tomb of 
Duomo is the tomb of Marco Carelli, a wealthy Milanese, who gave CarcUi. 
his whole fortune consisting of thirty-five thousand ducats to the 
Fabbrica, on condition that he should enjoy the interest derived from 
it during his life-time, and that after his death a monument should 
be raised to his memory in a chapel built for the purpose in the Sept. is, 
Campo- Santo. When he died at Venice, the directors sent a special 
envoy to bring his body to MUan,' and employed Filippino degli 
Organi, son of Andrea da Modena, to build the chapel and design 
the monument.* The statuettes in Gothic niches upon its sides were 
probably sculptured by Niccolo di Piero de' Lamberti from Arezzo, 
who after being defeated by Ghiberti in the competition for the 
gates of the baptistry at Florence came to Milan, and executed there 
several greatly admired works.* 

In the midst of his great schemes, when the Duomo and the Cer- 
tosa were daily growing under his eyes, when master of the greater 
part of Lombardy, the Romagna, and Tuscany he only awaited the 
surrender of Florence to put on the royal mantle and diadem already 
prepared for the ceremony of his coronation as King of Italy, the Duke 
Gian Galeazzo died, and so closely did the complete dismemberment 



* See plate xvi. p. 80 in Franchetti's work on the duomo di Milano. Calvi, 
p. 96, note 1, says that GKovanni de* Grassi made the sculptures set into the wall 
over the left portal of the duomo in 1395, and those in Verona marble by one 
of the Campionesi. 

* In 1393, the year before Carelli's death, the deputies asked and obtained his 
consent to raise funds for the continuation of the works at the duomo, by the sale 
of part of his property on condition that they should pay him a reasonable income 
derived fix»m other sources. Afterwards with commendable liberality they per- 
mitted him to dispose of a mill which had formerly belonged to him, in order to 
raise a dowry for his daughter. In the seventeenth century his monument was 
removed to the duomo. 

' Calvi, op. cit, p. 152, states his belief that Filippino did not design the whole 
work. Franchetti, op. cU, pp. 102-3, says that he found a record in the M^hives 
to the effect that Filippino designed the monument, and an unknown sculptor 
executed it. Gicognara, vol. ii. pi. x. gives two statuettes from the tomb. It is 
mentioned by the Conte Nava, p. 37, and by Giulini, v. 789. 

* Yasari, vol. iii. p. 39, note 2, says there is no doubt about Lamberti*s visit to 
Milan, and it is probable that he assisted at the council held in 1387 to discuss the 
stability of the works. But it is doubtful if he was permanently attached to the 
Fabbrica. There was a Niccol6 Selli d* Arezzo in the service of Gian Galeazzo in 
1397 with whom he is perhaps to be identified (see Gicognara, i. 400, et seq.). 
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of his well-nigh constituted kingdom follow upon that unlooked-for 
event, that within two years his sons, Giovanni and Filippo-Maria, 
were obliged to shut themselves up in the castles of the cities of 
Milan and Pavia, which were divided by rival factions. Both 
being under age at their father's death the State was first adminis- 
tered by their mother the Duchess Catarina, who was utterly unable 
to make head against foreign and internal enemies, and at last re- 
treated to a convent at Monza, where she died. As the many Italian 
princes whom Gian Galeazzo had held in subjection regained their 
independence before the accession of Giovanni-Maria, he succeeded 
to a mere remnant of power, which was fortunate, as he was a 
monster in human shape, whose life was fitly terminated after a reign 
of ten years by the poniards of his outraged subjects. The arts 
being in no favour at the court of this mad fool, the greater part of 
the native artists whom his father had collected around him left 
Milan to seek employment elsewhere, and their places about the 
cathedral were supplied by inferior German workmen. Under his 
successor Filippo-Maria this state of things was somewhat ame- 
liorated, though his claims to be considered a patron of arts and 
letters have been greatly exaggerated by some historians, perhaps 
on account of the contrast between his moderate cultivation and the 
utter barbarism of his brother. That he was weak, cruel, and un- 
grateful, and rather tolerated than loved the men of note who 
flourished at Milan during the thirty-five years of his reign,^ seems 
not to be a matter of doubt, and that he was ignorant is shown by 
his having allowed his name to be mis-spelt upon the coins struck 
at the mint, and having tolerated such barbarous Latin as that in 
the inscription upon the statue of Pope Martin ; still he did some- 
thing for art, since he built the great cloister of the Certosa 
which bears his name, and commissioned Vittor Pisanello to paint 



* So says his biographer Piefcro Candido Decembrio, a disfcinguished savant and 
president of the republic after the death of Filippo-Maria. When it was over- 
thrown by Francesco Sforza, he retired to Rome and Naples where he was pro- 
tected by Pope Nicholas V. and Alfonso of Aragon. He finally returned to Milan 
and died there. Pisanello made an admirable medal of him (eng. in Tresors de 
Numismatique, pi. vi. no. 2). Verri, Storia di Milano, i. 442, concludes that Filippo- 
Maria was a * principe da nulla.* Giulini, vi. 228, says that facts and the assertions 
of Decembrio do not prove him to have been a great protector of letters ; although 
Sassi and Argellati declare him to have been another Augustus. 
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at Pavia, and to make that admirable portrait medal which has 
rendered his features so familiar to us.^ 

Through the valour of his famous captain Carmagnola, whose 
services he repaid by neglect and dismissal, and through his wife 
the ill-starred Beatrice di Tenda, widow of Facino Cane, whom he 
falsely accused of infidelity, tortured, and put to death, he gradually 
regained a great part of his father's dominions, but his reign was a 
constant succession of wars, and gave so little satisfaction to the 
Milanese, that after his death they threw off the yoke of the Visconti ^^^7 ^^' 
and adopted a republican form of government, which lasted till the 
advent of that valorous soldier of fortune, Francesco Sforza. 

The only sculptor of note at Milan during the first quarter of J«2Pino 
the fifteenth century was Jacopino da Tradate, who worked for the date- 
*Fabbrica del duomo' as early as 1410, but was not regularly 
attached to it until five years later. Before being so he was, a.d.i416. 
according to custom, examined by certain pei*sons delegated for the 
purpose, who highly commended him aa both honest and clever, 
and admirably skilled in the representation of figures, animals, and 
ornament, and who advised that he should take three young men 
into his studio in order to instruct them in his art.^ Shortly after 
Jacopino's admission to the Fabbrica the, Duke Filippo-Maria sent 
ambassadors to Turin to meet the newly-elected Pope Martin V., J<>p«. ^ 

^ ^ ^ ^ ^ ' Martin V. 

then on his way from Constance to Rome, and invite him to visit ▼>»»*« 

. . . . Milan, 

Milan. The pontiff made his entry into the city escorted by the Oct le, 
duke and a vast crowd of prelates, nobles, and citizens of all ranks, 
and during his stay consecrated the high altar of the duomo in 
the presence of more than a hundred thousand spectators. It 
was proposed to commemorate this event by erecting his colossal His statue 
statue in the duomo, and the important commission was given to duomo. 
Jacopino, who executed it in a manner which, considering the great 
difficulties of modelling a figure more than twice the size of life, did 
him great credit. The pope sits upon a draped throne chair, 
robed in full pontificals, holding the keys in one hand, and giving 
the benediction with the other. His action is dignified and 
natural, and the accessorial ornaments about the marble back- 

' This medal is engraved in the TresorB de Numismatique^ pi. i. no. 3. The 
dnke is represented on the reverse as armed on horseback climbing a rocky path, 
followed bj a mounted page. 

* Libro di Memorie e Documentt\ Calvi, op, cit. pt. i. p. 139. 

R 



123 ITALIAN SCULPTORS. 

ground, ^nd upon the large console which supports the statue, are 
tasteful, and carefully sculptured.^ Another estimable work by 
Jacopino is the half iigure of God the Father in bronze which fills 
A.D. 1416. the centre of the roof of the apse of the duomo. He is also the 
reputed author of the tomb of Pietro Torello' at Sant' Eustorgio, 
which consists of a sarcophagus, adorned with niches containing well- 
proportioned statuettes of draped and armed figures, resting upon 
double spiral columns supported on the backs of lions. The sepul- 
chral effigy is sheltered beneath a canopy of later and inferior work- 
manship. Fifteen years after the last entry of Jacopino's name in the 
registers of the Fabbrica, during which his occupations are unknown, 
we find him working at Mantua for the Duke Francesco Gonzaga, 
in whose service he probably remained till his death.* His son 
Pupiiflof Samuel,* who set up a mortuary tablet to his memory in the 
^aoopmo ^jQjgj.^j.g q£ g^ Agnese,* was a sculptor, and probably one of his 

father's pupils, as were Isacco da Imbonafe, Antonio da Pandino, 
and Gasparo da Carona. 
New school The Style of the new school which was developed at Milan 
atMiiL. during the latter part of the reign of Filippo-Maria, differed in 
every respect from that introduced by Balduccio and propagated 
by the Campionesi, for while that had been distinguished by sim- 
plicity and extreme quietness of action in its round-surfaced, short- 
proportioned statuettes and bas-reliefs, and had used Gothic forms 
in the architecture of its monuments, this was characterised in 
its figure sculpture by violent action, intense facial expression 
bordering on grimace, clinging draperies, great length of Umb, and 
very flat treatment of surface, and (as it came in with the Renais- 

^ The lavisli praise bestowed upon Tradate for this work may be judged by 
these two lines of the inscription below it— 

* De Tradate fait Jacobns in arte profrmdns 
Nee Prasitele minor sed major fari et aozim.' 
^ Calvi, op. cU, pi. i. p. 14^, life of Jacopino. 

' The statuettes of Saints John, Francis and the Madonna formerly placed over 
the door of San Celso at Mantua were perhaps sculptured by Jacopino. According 
to Count Carlo d'Arco, Jacopino went to Mantua about 1440 (see his work Ddls 
Arti e degli Artefici di Mantova^ Notizie, Ac. i. 87). 

* Samuele da Tradate accompanied Andrea Mantegna on a journey to the 
towns about the Lago di Carda to copy inscriptions and measure ancient monu- 
ments (see the Commentary to Mantegna's life, Vasari, y. 234). 

* Upon the tablet was inscribed : * Jacobino da Tradate . patri . suaviss . qui 
tamquam Praxiteles vivos in marmore fingebat vultus . Samuel . observantiss . V. F .' 
(see II PoUtecnico di MilanOf vol. xviii. July 18G3). 
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sance) by classical forms of architecture. The resemblance between 
the style of its sculptors and that of the contemporary Flemish 
painters who issued from the school of Van Eyck is so striking, 
that we cannot but suspect that the latter in some way influenced 
the former. There is in both intense realism, carelessness as to 
choice of forms, careful working-out of anatomical details, excessive 
length of limb, and exaggerated expression of emotion. When we 
look at the reliefs of the Mantegazza we are reminded of Rogier 
Van der Weyden and Hugo Van der Goes.^ A clue to the originator **• }JJJ- 
of the use of clinging draperies at Milan, is perhaps to be found 
in Lomazzo's statement,^ that the Milanese architect and painter 
Agostino di Bramante, called Bramantino the younger,® before going Agostino 
to Rome to paint in the Vatican for Pope Nicholas V., copied his mante. 
draperies from paper and linen artificially shaped by means of paste tiV/^^' 
or glue into those sharp-cornered angular folds which the Mantegazza 
and Omodeo, the most distinguished artists of the school, used in 
their draperies, called cartaceous from their resemblance to the Cartacoous 
shapes taken by wet paper. As for the improvement in drawing, 
the greater refinement in style, and the tendency to flatness of 
surface visible in the works of this tinie we must seek their cause 
in the influence of the many Tuscan masters who came to Milan 
durinff the course of the fifteenth century. Among them were the Tuscan 

. . ... artisuat 

great Renaissance architect Brunelleschi, who during his first visit MiUn. 
modeUed a fortress for Filippo-Maria, and during his second 'made 
many designs fo.- the duke and for the artists employed about the 

> The works of these painters were not unknown in Italy at the time. Pope 
Martin V. in 1430 gave an altarpiece by Rogier Van der Weyden to the King of 
Spain ; and Folco Portinari, envoy of the Medici at Bruges, caused Hugo Van der 
Goes to paint an altarpiece for the hospital of Sta. Maria Nuova at Florence (see 
Manuel de VHUtoire de la Peinture^ by Dr. Waagen, i. 127, 137, ^fiooles alle- 
mandes. Traduction fran9aise). 

* Trattato della PUtura, lib. vi. ch. Ivi. 

' To distinguish him from his father Bramantino Tantico. Vasari says that 
Bramantino was the first introducer of good drawing into Milan (see zi. 268), 
and Sig. Calvi speaks of Bramante Tantico, whom he also calls Bramante da 
Milano and Bramantino, as the artist who introduced Renaissance architecture, 
then called Bramantesque, into Lombardy, and who made the book of drawings 
which Vasari saw in the hands of Valerie Vicentino ; but we are more inclined to 
adopt the statement made by the annotators of Vasari (vide Commentario alia Vita 
di Oarofalo, xi. 277-83) that these drawings were by Agostino di Bramante, son of 
Bramantino Tantico, himself the master of Bramante d'Urbino the architect of 
St. Peter's. 

B 2 
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duomo;* ^ Michelozzo who, when sent to Milan by his friend and patron 
Cosmo de' Medici to amplify and adorn the Palazzo Vismara, which 
had been presented to him by the Duke Francesco Sforza, sculp- 
tured for it the very beautiful portal now preserved in the Renais- 
sance museum at the Brera;^ and lastly, towards the close of the 
AD. 1483. century, the master of masters, Leonardo da Vinci, who painted the 
fresco of our Lord's Supper in the convent of Santa Maria delle 
Grazie, and modelled the equestrian statue of Francesco Sforza.* 
Adoration ^ bas-relicf of the Adoration of the Magi in the Sala Capitolare 

^J^® dei Padri at the Certosa, by an unknown sculptor of the latter part 
bas-Miief q£ th^ reign of Filippo- Maria, may be taken as an example of the 
Certosa. transition period, as it combines elements belonging to each. The 
Madonna, with the Infant Saviour in her arms, sits before a little 
Bramantesque temple to receive the gifts of the wise men, behind 
whom appear Filippo-Maria and his father Gian-Galeazzo amid a 
crowd of figures, profusely gilded after the fitshion of the old school, 
and equally long in their proportions with those of the new, though 
rounder in their forms.* It has been suggested that this bas-relief 
is an early work by the brothers Mantegazza, not only fix)m certain 
characteristics of style but also because the only sculptors mentioned 
in the records of the Certosa before their time were mere carvers 

' Yasari, iii. 225-6. On his first yisit Bnmellescbi constructed the model of a 
fortress for FiHppo-Maria, and on the second ' disegno molte cose per il dnca e per 
il dnomo di detta citt^ a maestri di quelle.' 

^ See Tuscan Sculptors, i. 165. A description of the palace is given in the 

manuscript treatise upon architecture bj Antonio Filarete, Tuscan architect and 

sculptor, who served the same duke as military architect and was employed by 

April 4, him to build the great hospital, the comer-stone of which was laid by the duke in 

14.16. ^]^e presence of an immense concourse of clergy, magistrates and people. The 

scene was painted by Vincenzo Foppa under the portico of the edifice (Calvi, op. 

cit. pt. ii. p. 61). Filarete describes the palace and the door in the 25th book of 

his Trattato d' Architettura, MS. Magliabecciana Lib. at Florence. He says: *Ha 

tre parti, una da una costa e I'altra dall* altra, ed una nel mezzo, la quale h degnis- 

gima di marmo intagliato con varii intagli di figure, fogliami et spiritegli e feste ; 

et Tarmi divise con la testa dell* Illustrissimo Francesco Sforza e queUa deir 

niustrissima Madonna Biancha ed altre varie figure.' It is to be noted that Filarete 

says not a word about Michelozzo (see Tuscan Sculptors, vol. i. ch. vi. p. 167). 

' Tuscan Sculptors, vol. i. ch. vi. pp. 185-6. 

* The portrait of Filippo-Maria was probably introduced among the spectators, 
either because he was the donator of the relief, or in sign of gratitude for the 
money he had given towards building the great cloister of the Certosa. The 
arabesques, leaves, busts and little figures in relief about the cornice, base and 
pilasters which enframe the bas-relief are evidently by the brothers Mantegazza, 
whose hand is especially recognisable in the very pleasing groups of angels. 
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of capitals, cornices, &c., &c., called * piccatores lapidum vivarum,' 
such as Giovanni da Garbagnate, Lodovico de* Regis, Giovanni da 
Como, and Fusina da Campione. 

Cristoforo and Antonio Mantegazza were the sons of a Milanese The Man- 

t€ffazza. 

goldsmith named Antonio, who educated them in his own pro- 
fession, which they afterwards abandoned, leaving their brothers 
Giorgio and Giovanni to supply their places. When we first hear 
of them they must have been working for some time at the Certosa, a.i>. uts. 
as the prior Filippo de' Rancate then owed them 800 lire for sculp- 
tured marbles. To discharge this debt he gave them a house at 
Milan, which being worth more than the sum due they bound 
themselves to make up the surplus amount by ftiture work. That 
they were artists of repute is proved by a commission for an 
equestrian statue of the Duke Francesco Sforza soon after given 
to them by the military and civil architect Bartolomeo Gadio, but 
although they accepted it after some hesitation, calculated the 
amount of bronze necessary to cast the group,^ its probable cost, 
and asked to have a horse to serve as a model, they finally abandoned 
a task for which they were manifestly imfit, and left it to be after- 
wards carried out by Lionardo da Vinci to a result which proved 
unfortunately but temporary. Another proof of the high esteem 
in which they were held was their appointment as head-sculptors 
of the marble-work for the fa9ade of the Certosa, but this they 
were forced to share with Omodeo, who refused to work under 
them. In their contract the Mantegazza agreed to submit the 
marbles which issued from their workshops to appraisers. Amongst 
the first which they presented were five sacrarii,^ two of which Oct 12, 
still occupy their original places in the first chapels to the right 
and left of the nave. One is adorned with a bas-relief of the 
Madonna and Child with angels ; the capitals of its pilasters are of 
the Corinthian order, and its flat spaces are covered with delicately- 
sculptured angels, birds, flowers, and arabesques in low relief. The 
other has the half-figure of a saint in its lunette, arabesques carved 
upon its pilasters, and various ornaments upon its architrave. 
Besides these works, and an image of the Virgin of which we know 

* 6,000 lbs. of bronze. Lionardo calculated that 100,000 lbs. would be required 
to cast his equestrian ^oup (see Tuscan SctUp, i. 184). 

* * Sacrario,* a receptacle for utensils used by the priest during the celebration 
of mass. 
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nothing, the Mantegazza offered for acceptance the elaborate altar- 
piece in the Sala Capitolare dei Fratelli, which represents the Virgin 
holding the dead body of our Lord upon her knees, attended by the 
Marys and the mourning disciples. The angels in the gradino are 
very quaint and charming. (See Woodcut.) In it, as in a similar 
composition originally at the Certosa,* 
which bears all the marks of their 
handiwork (see Plate XIV.), the eye 
is disagreeably impi-essed by the ex- 
treroely exaggerated gestures and facial 
expression of the figures, the clinging 
draperies which form a series of square 
patches, and the very sharply-cut out- 
lines, but at the same time it recog- 
nises an earnestness and intensity of 
feeling which commands attention and 
respect. The praying angels and reliefs 
carved upon the side-posts of a door in 
the great cloister, and a dead Christ 
with the Virgin and angels over a door 
leading out of the right transept of 
the church, are other examples of the merits and defects of the 
*.D. H82. Mantegazza. Ci'istoforo iluntegazza can have had little to do with 
the sculptures of the facade, as he died only a year after Guniforte 
Solari, who designed and commenced it.' Antonio Mantegazza con- 
tinued bis connection with the Certosa eight years after his brother's 
death, and as payments were subsequently made to him for marbles 
for the fagade, we may suppose that those among the many bas- 
reliefs in his style are by him, and his scholar Alberto Mafl&olo or 
A.i).i489. dei Massioli from Carrara,* who sculptured a bas-relief over the 

fim^ »v' 'M^ > This baA-relief, after passing into the hands of Signor Baslini the well- 

f„H X--'~-i^-^ known Milanese antiquary, wae sent to Rome and restored by the sculptor Bosetti. 

*.i./**'~ ijijig engraving represents it in its original state of mutilation. 

' Bossi, MS. Bih. Mehi, cartella xv,, says that Ambrogio Fossani detto H 
Borgognone, who painted for the Certosa between 1490 and 1494, designed the 
actual facade. Calvi denies this and shows that while the first design was either 
by Bernardo da Venezia (first architect of the Certosa) or by his saccessor 
Ouniforte Solari, that commenced by Omodeo in 1491 was undoubtedly designed 
by him (op. eit. pt. ii. p. 163). 
* See chapter on Can-ara. 
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Lavatojo del Monaci, marked with all his master's peculiarities. 
Antonio died six years after his removal to Milai;i, much lamented Oct 7, 
by the duke, who at the recommendation of Beatrice Visconti gave "'*• 
his son Antonio a permanent post at the Certosa. 

Giovanni Antonio Amadeo or Omodeo,^ who was by far the most Antonio 
remarkable of Lombard sculptors, was the son of a certain Aloysius, j^^ ^^^^' 
who lived upon a farm near the Certosa,* where the young sculptor 
probably imbibed his first notions of art.^ He resembled the Man- 
tegazza in his manner of cutting deeply into the marble, of disposing 
his draperies in cartaceous folds, and of treating his surfaces very 
flatly, even when he sculptured figures in high relief, but he 
differed from them in many important particulars. He has been 
called the pupil of Cristoforo, but we doubt whether he ever stood 
in that relation towards him, as they are first mentioned together as 
competitors for the commission to sculpture marbles for the fagade. 
Eight years before this Antonio Omodeo, then aged nineteen, 
worked at the Certosa with his brother Protasius, and in the follow- 
ing year received a considerable sum of money and two bushels of 
wheat in payment for sculptures, whose subjects are not specified. 
We have, however, no doubt that they were the bas-relief in the 
lunette, and the fruits, leaves, and delicate little figures of angels 
upon the pilasters of the doorway leading from the small cloister 
into the church. The bas-relief which represents the Madonna 
enthroned, with the infant Christ upon her knee, St. John the 
Baptist, a bishop, two kneeling monks, and groups of angels, is so 
little marked with his style, that were it not for his signature its 



1 In a letter written by the Canoelliere Bartolomeo Galco, and in yarioos old 
papers, he is called degli Amadei; his name probably came from the town of 
Madeo or Malleo, as it is often written de' Madeo or a Madeo (Bossi, MS. Bib. 
Melzi at Milan, cartella ix.). 

* Omodeo was probably bom on this farm, although he is sometimes called a 
citizen of Pavia and sometimes of Milan. In a document dated October 10, 1495, 
he is called citijBon of Pavia, resident at Milan ; and in another, dated January 
29, 1499, he is called citizen of both places, which does not necessarily indicate 
that he was bom in either (Calvi, Life of Omodeo^ pt. ii. p. 143). 

' Among the artists who preceded Omodeo at the Certosa were the FratelH 
Zaratteri and Pietro da Ripa in 1453, Yincenzo Toppa 1465, and Qnglielmo da 
Como in 1452. Angelino da Lecco who sculptured a Nativity, Antonio da Lecco 
and Giovanni da Cairate in 1464, Raimondo da Cremona who made terra-cotta 
figures for the cloister, Giovanni Solari 1464, and his son Guniforte who remained 
there up to his death in 1481. 
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authenticity might be doubted. The next work of the two brothers 

A.D.ii69. ^as probably the tomb of the Beato Lanfranco in the church 

dedicated to that saint near Pavia, whose date is approximatively 

fixed by the loan of twenty pieces of marble to the two brothers by 

the superintendent of works at the Certosa, on condition that they 

^ lAn- should be replaced within a year.^ The romantic incidents in the 

born life of San Lanfranco oflFered an admirable series of subjects for the 

4.D. 1006. . •* 

bas-reliefs of a monument. He belonged to a senatorial family of 
Pavia, and after receiving a liberal education, and obtaining renown 
as a dialectician and jurisconsult entered a convent, but finding 
the agricultural labour to which the monks devoted their leisure 
too great a strain upon his body, and the narrow round of religious 
exercises too irksome to his mind, he soon left it and travelled 
to France. During the journey he was attacked by robbers who 
bound him to a tree and left him to die ; in this dire extremity he 
tried in vain to remember a single prayer, and conscience-stricken 
vowed, that if his life were spared he would dedicate it to (Jod. 
Scarcely had the vow been made when some chance wayfarers came 
to set him fi-ee, and at his request directed him to the neighbouring 
convent of Bee, where he passed three years in total silence.* We 
next hear of him as the confidential adviser of William the Con- 
queror, then Duke of Normandy, whose marriage with Matilda, 
daughter of Baldwin Count of Flanders, provoked his censure, and 
caused his banishment to Rome, where suddenly changing sides, he 
pleaded the cause of his offended master, obtained the necessary 
dispensation from Pope Nicolas, and furthered the schemes of the 
duke against England with the utmost zeal. For these services he 
was rewarded after the Conquest by promotion to the archbishopric 

A.D. 1071- of Canterbury, * with the special and avowed mission to use religion 
for the subjugation of the English, by stifling the conquered people 
beneath the mutual embraces of royalty and the priesthood,' and 
ruled the English Church for seventeen years with a rod of iron.* 

His tomb The mouumcut raised by Omodeo to this instrument of Papal 

1 1st. October 10, 1469. Bogato Oabbi, Archivto del fando deUa Eeligume^ 
cited by Calvi, op, cit 

* Life of S. Lanfranco by Milano Crispino, cited by Gant&, 8t, degU Italiani^ 
vol. ii. ch. xc. pp. 461-2. 

' Hiatoire de la Conquete des NormandeSy par Angustin Thierry, 2nd ed. vol. i. 
pp. 253-4. 
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tyranny and Nonnan oppression, consists of a sarcophagus, elevated 
upon six slender columns, adorned with bas-reliefs composed of 
small figures delicately sculptured in the sharply-incised, picto- 
rial style which marks all his subsequent works. The sides of the 
cone, which rises above the sarcophagus and serves as base to a 
little temple, are covered with bas-reliefs representing scenes in 
the life of our Lord, 

Omodeo was next called to sculpture a monument which the famous Omod^o 
condottiere Bartolomeo Coleoni ^ desired to erect to the memory of Bergamo 

to 8Cu1d~ 

his beloved daughter Medea, in a chapel built and endowed for the tore the 
purpose at Basella, near Bergamo. The refinement of taste dis- menrof 
played in its general design, as well as the delicacy of form and the cSeoni. 
^virginal purity'^ of its sepulchral effigy, make this tomb one of 
the most channing works of its kind in Italy. The simply-disposed 
recumbent figure of Medea, draped in the folds of a richly-embroi- 
dered robe, lies upon a sarcophagus whose front is adorned with an 
Ecce Homo and two mourning angels in relief, above which are 
placed statuettes of the Madonna, the Magdalen, and St. Catherine. 
A delicate string of jewels encircles her head, which lies straight 
upon an ornamented pillow, and a necklace is clasped about her 
slender neck. Her face is turned upwards, her eyes are serenely 
closed, and her arms peacefully folded upon her bosom. Hardly had Barto- 
Omodeo completed this work when Coleoni decided to build a family (>)ieoni. 
chapel at Bergamo, and erect within it a splendid monument to him- and m^^ 
self» With this intent he requested the authorities of Sta. Maria ^^^^^^^ 
Maggiore to allow him to pull down one of its sacristies, and when 
they refused took advantage of his almost royal power and, despite 
the judicial proceedings instituted against him, carried out his project. 
The building, which was designed by Omodeo and nearly completed 
before Coleoni's death, is quadrangular in form and surmounted 
by an octagonal cupola. The extremely ornate fagade is decorated 
with marble colonnettes, statuettes, bas-reliefs, busts, medallions, and 
arabesques, and its flat spaces are covered with diamond-shaped 
slabs of white, black, and red marble. The portal, which is in the 

1 Tu8C(m Sculjptars, i. 178-82, 

* *Uii chef-d'oeuvre de gr^ce et de pnret^ toute virginale.' — ^Bio, de VArt 
Chretien^ iii. 269. 

• In the last century the monument of Medea was removed to the Coleoni 
chapel at Bergamo. 

S 
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richest Renaissance style, is flanked by pilasters covered with exqui* 
site arabesques and surmounted by a rose window, on either side of 
which are busts of Caesar and Augustus, in roundels set between 
Corinthian pilasters. A row of open arches supported upon little 
columns decorate the upper part of the fe9ade, and at its angles are 
placed double pilasters fiUed in with circular and diamond-shaped 
medallions, vases of flowers, and arabesques. The cornices, pilasters 
and architraves of the side windows are enriched with angels' heads, 
medallions, and statuettes ; and the two panels of the pedestals of 
the truncated columns placed at the head of the flight of steps lead- 
ing up to the portal, are adorned with bas-reliefs of children grouped 
together with great freedom,, and executed in a style free from 
mannerism, and very true to nature. In one of these compositions 
a little fellow is playing upon a lute, another upon a pipe, while 
between them a third is supporting the helmet of a knight whose 
ample plumes form the apex of the })yramidal group. The silent 
music of these marble musicians harmonises well with the fa9ade, 
which with its multiple colonnettes and pilasters reminds one of a 
gigantic organ. 

The first object which strikes the eye on entering the chapel is the 
A.D. l5o^. monument of it« founder, crowned by his gilded equestrian statue, 
which was made long after Omodeo left Bergamo by two unknown 
German sculptors.^ It stands upon a sarcophagus decorated with 
statuettes of the sons and daughters of Coleoni, and with bas-reliefs 
of the Annunciation, the Nativity, and the Adoration. The short 
columns which support it rest upon a base of the same shape, 
elevated upon four columns with statuettes of Hercules, Mars, and 
three seated warriors, said to represent (Jasparo, Gherardo, and Marti- 
nengo, the sons-in-law of the hero. Its sides are profusely ornamented 
with exquisite arabesques, medallions, and *putti,' and with bas- 
reliefs of the Flagellation, the Crucifixion, the Deposition, and the 
Entombment, separated from each other by statuettes of the Virtues. 
These bas-reliefs are executed with astonishing facility and skill in 
Omodeo's picturesque, energetic, and expressive style. The statu- 
ettes, among which that of Charity is especially worthy of attention, 
are many of them original and eff^ective, while the accessories are 



^ These ai^iists are called Sisto and Leonardo by some writers. Calvi sajs the 
statue was made by an unknown sculptor from Nuremberg (op. cU, pt. ii. p, 149). 
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models of elegance, and admirable examples of that refined taste 
in ornament which gives so great charm to the best works of the 
' Quattrocento.' But with all these merits of detail the monument 
has the great defects of being divided into two disconnected and 
superposed masses, and supported upon column^ apparently too 
slender for the weight laid upon them.^ 

We do not know the precise date of Omodeo's return to Pavia, Omodeo 

* ^ returns 

but he must have been at work there some* time before October to Pavia. 

£[18 works 

1478, as he then submitted to the approval of the prior and head attJio 
architect four *sacrarii,' a *morena,' or parapet for a well, in the 
* Lavatoio dei Monaci,' and the richly decorated marbles of the portal 
which leads from the left transept of the church into the old sacristy • 
The latter consist of a bas-relief of the Resurrection in the 
lunette, of medallions upon the architrave, and of many charming 
groups of singing angels upon the doorposts. To this time we 
should also assign a relief of the^ Deposition sculptured in a medal- Bas-relief 
lion which forms the central ornament of the front of the high altar, position. 
( See Plate X Vfe ) The dead body of our Lord is supported by the 
Virgin and St. John, and two angels, while two moumilig angels 
float in the air above His head. The central group is in parts 
almost in the round, and thus happily contrasts with the very flat 
relief of the remainder. The composition is admirable^ the drapery 
skilfully arranged, the figures carefully modelled, and the heads 
expressive, though wanting in ideality. 

Thus occupied, Omodeo awaited the decision of the directors as 
to whether the design for the fagade of the .Oertosa offered by 
Guiniforte Solari should be accepted, or a new one prepared. The 
question being a delicate one, as Guiniforte was still head architect a.d.hsi. 
of the building, it remained undecided until his death, when Omodeo 
was put temporarily into his place, and charged with the work in 
company with Benedetto Briosco, Antonio della Porta, and Stefano 
da Sesto. It was not, however, till Omodeo received the appoint- a»- i-^^o. 
ment of head architect that he made a new .design, which was 
accepted, and subsequently carried out by him and his successors. 
He had in the mean time been working: at Cremona upon the shrine His works 

^ ^ at Cre- 



mona. 



' Tho chapel and the monnments together cost more than 50,000 gold dncats, 
not including the sum left by Coleoni in his will, to complete theln (Calvi, op, cit, 
pt. ii. p. 151). See also Ricci, ii. 645, 648 ; Bottari, LetL Fitt, ed. Rom. v. 277; 
and Marc. Ant. Micarelh, Agri et JJrhis Bergomatis Description 1511. 

s2 
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A,D. 271. of the Egyptian martyrs Mario, Marta, Audifaccio, and Abaccuco, 
who suffered death at Rome under the Emperor Claudius. Of this 
shrine nothing exists but the sculptured panels of the pulpit of the 
cathedral at Cremona,^ as it was broken up when the church of San 
Lorenzo where it stood was pulled down. These reliefs represent 
the emperor giving orders to his satellites, and the death of the 
martyrs by divers kinds of torture. The sharp-edged and flat- 
surfaced limbs, and cartaceous draperies of the numberless little 
groups of figures form a series of delicate lines, which cross and 
recross each other like the meshes of a spider's web. Anyone 
familiar with Omodeo's style must also recognise it in five out of the 
six bas-reliefs upon the sides of the sarcophagus, in the crypt of the 
duomo at Cremona, which contains the bodies of SS. Pietro and 
Marcellino, patron saints of the city. They have been attributed 
to Giovanni Battista Malojo of Cremona,^ and Juan Domenigo da 
Vercelli,^ two sculptors known to us only by name, who, if this 
attribution be correct>, must have been scholars and close imitators 
of Omodeo, working under his eye, and carrying out his designs. 
These reliefs are treated, like those of the pulpit, in the pictorial 
style of Ghiberti, and in one of them, as in those of the baptistery at 
Florence, a triple action is carried on by a saint, who is seen expel- 
ling a demon from the body of a woman ; looking through the bars 
of a grated window ; and being put to death. In another we see 
several martyrs led away to prison, while the emperor, seated in the 
garden of a splendid palace whose windows are filled with a crowd 
of eager spectators, looks on fi'om his throne ; in another we witness 
their decapitation, and the bearing of their souls to heaven by 



1 Zaist, Tltt, Sc. ed Arch. Cremonesi, i. 32, describes this skriiie as a sarco- 
phagus supported upon six coluums and adorned with bas-reliefs. Vasari, xi. 261, 
nota 2, and Cicognara, iv. 388, erroneously ascribe it to Geremia da Cremona, but 
their error arose from their having mistaken the date contained in the inscription 
upon the sarcophagus in the crypt, which reads properly, *A. Amadeo F.H.O. 
1482 die vi. Octobris,' and not 1432 (MoroUi, p. 159, nota 64, notes to V Anonimo, 
p. 36). Vasari mentions Geremia da Cremona at xi. 261 as author of a great 
work in marble at San Lorenzo, and at iii. 241 speaks of him (as does Filarete in 
his MS. treatise on architecture) as an excellent bronze-caster. Zaist (i. 31) 
says that he knows of no other work by him than this shrine. Cicognara says he 
long lived at Venice and executed many works there. 

* Corsi, op. cit, 

3 By r Anonimo, p. 34 ; Morelli in a note to thia passage, no. 61, p. 158, says 
the artist is unknown. 
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groups of minute angels rising above the trees in the background. 
To criticise these works would be to recapitulate what we have said 
about other bas-reliefs by Omodeo. Classical taste rejects such 
pictorial treatment in marble, but as we accept the license with 
a protest in GhibertPs case, we may do so in that of Omodeo, for 
his also is a master hand. 

Two very important monuments by Omodeo, which have been 
overlooked by his biographers, inay be seen in the £Eunily chapel of chagei of 
the Borromei on the Isola Bella. One is that of Giovanni Borromeo, romei at 
the other that of an unknown member of the femily. Both were Bella, 
originally erected in the church of San Pietro in Gessate at Milan, 
and were probably sculptured between the time of his departure 
for Cremona and his return to the Certosa. The general effect of 
that to Giovanni Borromeo is admirable, and its infinite details are 
marvellously worked out. The knightly statues are dignified and 
noble, and more broadly conceived than is common with Omodeo, 
while the bas-reliefs show his usual skill in composition and delicate 
chiselling. The sarcophagus is supported upon pilasters, masked by 
six statues of armed shield-bearers, (see Plate XVI) upon pedestals 
adorned with female figures and amorini in reUef. ' The spandrils 
of the arches winch span the intercolumnar spaces are filled with 
admirably-conceived figures in recumbent attitudes, and a highly- 
ornamented frieze is carried round the monument directly under 
the sarcophagus, whose sides are filled with eight bas-reliefs repre- 
senting the Adoration, the Presentation, the Nativity, the Flight 
hito Egypt, the Annunciation, Christ among the Doctors, and the 
Slaughter of the Innocents. Amorini and angels are sculptured 
above each relief, and medallion heads are introduced above the 
statuettes which separate them. The effigy of the deceased lies 
below a small temple with statuettes at its comers, from each of 
which hang curtains supported by little genii. ' The second monu- 
ment though much less elaborate, is evidently by the same hand. 
The sarcophagus, also crowned by a little temple under which sits 
the Madonna with kneeling suppliants, is decorated with three bas- 
reliefs representing battles, and rests upon eight columns of grey 
marble sculptured with arabesques.^ 



' There is no record in the Borromeo archives of the date of the erection 
of either of these monuments at Milan. 
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Omodeo After an absence of eight or nine years Omodeo returned to the 



at the 



Certosa, Ccrtosa as head architect, with a monthly salary of 12 imperial 
lire. After constructing a clay model ^ of the fa9ade to fix the 
position of the many bas-reliefs and statuettes already prepared, 
he began the long-projected work and carried it on without inter- 
ruption up to the first corridor. As it is impossible to identify 
every detail of this elaborate fafade with some one of the many 
sculptors who worked for it,^ we shall content ourselves with pointing 
out those portions whose individuality seems to leave little or no 
doubt as to authorship. The great round arched portal, designed 
and erected by Benedetto Briosco,^ rests upon four columns with rich 
Corinthian capitals, and is flanked by eight pilasters covered with 
bas-reliefs enframed in vine-work. The larger of these reliefs relating 
to the history of the building, appear to be by Agostino Busti (who 
certainly worked at the Certosa), while the smaller are by Omodeo, 
and in his best manner. The sub- basement of the fa9ade is covered 
with a series of medallions containing heads of the Roman emperors, 
* putti,' coats of arms, &c., &c. ; and the basement, with bas-reliefs of 
very unequal merit, -representing Adam and Eve, the Annunciation, 
the Nativity, the Resuri'ection of Lazarus, the mocking of Christ by 
the Jews, the Crucifixipn, and the Resurrection. Many of these 
marbles have been too much mutilated to allow of identification, 
but in those which remain in tolerable preservation we recognise 
the hand of Omodeo, or that of an artist trained in his school. 
There can be no doubt however, that the master himself sculptured 
the admirable bas-reliefs of kneeling bishops with attendant monks 
and flying angels, which decorate the slabs of marble placed vertically 
against the walls directly next the portal ; and the beautiful square- 
headed windows on either side of it, which are divided by slender 
columns in the form of candelabra, and surrounded by broad bands 
of mfirble covered with elaborate ornament. For a short period 
Omodeo was joint architect of the Cei*tosa, and of the cathedrals of 



* For this model he was paid 200 lire imperiali (Calvi, op, c\t pt. ii. p. 163). 

* The Mantegazza, Amedeo, Benedetti Brioschi, Ettore d' Alba, Antonio da 
Locati, Battista and Stefano da Sesto, Francesco BiondoUo, Giacomo Nava, ^farco 
d' Agrate, Angelo Marino Siciliano, Agostino Busti, Battista Gattoni, Antonio 
Tamagnini, Gio. Giac. dolla Porta, GKov. Cr. Romano, and Cristoforo Solari detto 
il Gpbbo, all worked for the &9ade. 

3 Bnosco was to receive 8,000 lire imperiali = 160,000 francs, for this door. 
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Pavia and Milan, but when he undertook the great task of crowning 
the Milanese duomo with a cupola he resigned his other offices and Thecnpoi* 
removed to Milan. The directors of the Fabbrica had long persisted duomo at 
in seeking a foreign architect. They first applied to the governor ^^ ^^^^ 
of Strasbourg, but as he professed himself unable to aid them, they 
finally, against the declared wishes of Ludovico il Moro,^ gave the 
appointment to a certain Johann von Gratz, who promised to build the 
cupola according to an already prepared model. Not only incapable 
but dishonest, he wasted both money and time, and after destrojring 
their model, ran away to escape merited punishment. After this 
rude lesson, and some further fruitless researches beyond the Alps 
and in various parts of Italy, the directors concluded to look nearer 
home, and called upon Omodeo and Giovanni Jacopo Dolcebuono * to 
compete for the commission with Simone de Sirtori, Giovanni 
Bataggi da Lodi, and the celebrated Siennese architect Francesco 
di Giorgio, who was escorted to Milan by Caradosso, the well-known 
Milanese goldsmith, who had been sent to Siena for the purpose. 
When these artists had completed their models, a solemn assem- June 27, 

1490 

bly was held at the castle of Porta Giovia by the Duke Ludovico^ 
assisted by the chief dignitaries of Church and State, at which the 
model presented by Omodeo and Dolcebuono was selected, with the 
understanding that it should be modified under the direction of 
Ambrogio Ferrari, then superintend'ent of public buildings.^ On 
account of Omodeo's occupations at the Certosa the new architects 
did not begin their labours till seven years later. They then 
commenced the cupola, and had completed it to the summit of the 

' In a letter written by Lndovico from the camp of Fillino to kia brother 
Ottaviano at Milan, he recommends GKovanni da Lodi, and begs him to use his 
influence with the Fabbrica to exclude any German competitor (Calvi, op, cit pt. ii. 
p. 156). 

' A Milanese, who had attained great reputation as an architect by importaTit 
works at Milan, Pavia and Lodi, and some notice as a sculptor, by a statue of 
Christ with adoring angels which he had made for a chapel in the church of San 
Celso. His associates were Lazzaro Beschioso, Filippo da Gastello, Battista 
Amedeo and Pietro Briosco. Albuzzi (MS.) mentions his name among those of 
other artists attached to the Certosa. Calvi suggests that he made the terra- 
cotta ornaments of the great cloister, but gives no good reason for such belief. 
Gxddo Mazzoni, Beggarelli and Angelo Bresciano were all eminent as workers in 
this material at the time. 

' Francesco di Giorgio was then honourably dismissed with a present of 
100 florins, a silken doublet for himself, with one of more ordinary material for his 
servant, and money for his travelling expenses. 
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octagon, when doubts as to its solidity having been expressed by 
Christoforo Solari and Andrea Fusina, the directors stopped the 
works, and ordered the two architects to make a design for the north 
door of the cathedral.^ Omodeo was also occupied in building the 
spiral staircase leading to the roof of the edifice through a very 
elegant Gothic turret, afterwards enriched with his medallion por- 
trait, *le dernier sceau qu'il mit a son oeuvre favorite.'* The 
annoyances and delays to which he was subjected find a parallel 
in those which Brunelleschi underwent at Florence, and Michel- 
Angelo at Rome ; and as the history of the latter has been entitled 
* La Tragedia del Sepolcro,' so may that of Omodeo be called ' La 
Tragedia della Cupola,' The overthrow of Ludovico il Moro 
deprived him of an eflScient protector, and the death of Dolcebuono 
not only left him without a friend and aid, but gave the directors 
^ opportunity of annoying bin,, by n.n,ing And^ Fudn. ■» hi, 
new associate, after he had generously refused to exercise his right 
to select a more congenial companion. He was then summoned 
before the council to defend his work, and though he appears to have 
answered all their objections triumphantly, he was not allowed to 
pursue it, on account of the violent opposition manifested by 
many of the artists connected with the Fabbrica.^ The council 
endeavoured in vain to bring about a reconciliation between the 
two parties, as neither would hear of concession. The painter 
Bernardino Zenale, who had begun the study of architecture 
very late in life, was chosen to prepare a new model, and this 
act of hostility was followed by the appointment of Omodeo's chief 
enemy Cristoforo Solari, to the post of architect. All these vexa- 
tions weighed heavily upon the old artist,* who shortly died ^ ex 



* The Porta Aquilonare, afterwards closed by San Carlo Borromeo and made 
into the Cappella dell' Albero. 

* M. Rio, de VAH chretie7i, iii. 178. It is not known who made this medallion 
or when it was set np. 

' The strictures of Solari and Fusina were evidently unjust since the weight of 
the spire which they said would prove too great for the cupola was put upon it in 
1772 without any deleterious effect. 

* This unkind treatment of a tried and faithful servant was the more incx- 
Nov. 1514. cusable as the Fabbrica had several years before accepted Omodeo's gift of a farm 

at Giovenzano, and a yearly sura of 200 lire destined to furnish dowries for the 
daughters of its sculptors. Struck to the heart by this and many other signs of 
hostility Omodeo made a second will by which he devised the remainder of his 
property to his relative Giovanni- Maria Amadeo, counsellor of the Fabbrica. 
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decrepitate,' ^ says the record ; worn out not less by adverse fortune 

than by a long life of unremitting labour. Unquestionably first Qualities 

1 • • • • and. de- 

among north Italian sculptors for dexterity in the use of his chisel, fects of his 
facility in composition, and delicacy in treatment of form and 
drapery, Omodeo would have fairly ranked with the great Tuscan 
Quattrocentisti had his style been exempt from mannerism, and had 
he possessed a higher standard of beauty. He wanted that elevation 
of taste, that judgment in selection of form as fit for representation, 
only to be attained by close study of the antique, for which materials 
abounded in Tuscany, and were almost totally wanting in Lombardy. 
The universal admiration which Lionardo da Vinci there met with 
was not only rendered to his unrivalled genius, but also to the 
perfect finish of his education as an artist. Unlike Florence, where 
Lorenzo de' Medici could afford to look upon Lionardo with com- 
parative coldness, since he possessed Michel- Angelo, Milan offered 
no rival who could dispute the place of honour with him. Strange 
to say, however, it was not the influence of da Vinci, but that of 
Michel- Angelo which bore upon the next phase of the Milanese 
school of sculpture, as we see in some of the works of Cristoforo Crstoforo 
Solari,^ * detto ' il Gobbo or del Gobbo,^ the son of Bartoli or Barto- 
lomeo Solari, member of an old family which furnished several 
architects and sculptors to Milan.* Nothing is recorded of his early 
education, but he must have already obtained some repute before 
Omodeo was aj^pointed head architect to the cathedral, as he is said a.d. hoo 
to have himself aspired to that post, and to have been so piqued at 
his defeat, that he went to Venice with his brother Andrea, and 
resided there for several years, during which he sculptured a 



* * 1522, die xvii Ang. Anton. Amedeas annorum 75 ex decrepitate (Necrologio 
Milanese).^ Mazzncbelli, Mv>8. &c. torn. i. pi. xii. no. 4, gives a medal of lionello 
d' Este with the legend : * Ama. Mediolan. Artifex fecit.' This is the only mention 
of Omodeo as a medallist. Zani, Enc, Met ii. 274, doubts its authenticity. 

* Vasari, xi. 272, praises him as one of the best Lombard sculptors of his time. 
Mentioned also at xii. 171, ibid., and by Gkturicus, De Sculptura, p. 77, ed. Flor. 
1544. 

' As his brother Andrea the painter is also caUed del Gobbo, it seems more 
likely that the father was a hunchback than either of his sons. • 

* Giovanni Solari architect of the Certosa 1428, and another Giovanni in 1475. 
So also Guiniforte Solari, a renowned architect, bom in 1429. Agostino Solari was 
sculptor at the Milanese duomo in 1506. Francesco Solari was also a sculptor 
(Calvi, op, cU. pt. ii. pp. 75, 219) . * That Cristoforo il Gobbo was the son of Guniforte, 
as stated by M. Rio, Art ehreiien^ vol. iii., has,* says Calvi, * never been verified.' 

T 
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St. George for a chapel in the church of La Carita,^ and the statue 
of Eve to which Lomazzo refers in the lines — 

* Cristofor Gobbo 
Vedi, scultore egregio a* tempi nostri 
Del qual Venezia tien Y antica madre.' * 

4.D. 1495. On the death of Antonio Mantegazza, Solari was appointed ducal 

He 18 sculptor^ and was recommended as such to the prior of the Certosa, 

appointed '^ ^ ^ ^ *- ^ ' 

to the post thouo^h it is doubtful if he ever worked at Pavia. The death of 

of ducal ^ 

Bcidptor. Beatrice d'Este soon gave him an opportunity of distinguishing 
1497.^' himself, as by virtue of his office he received the commission for 
the monument which the duke immediately determined to raise to 
her memory. Having completed his design he presented himself 
Feb. 1498. jjj ^j^q dukc's name before the directors, to ask them to nominate 
five sculptore from among those attached to the Fabbrica to 
assist him in carrying it out, which was granted on condition that 
Tomb of they should not be employed elsewhere.* The monument was 
d'Este. set up in the apse of Sta. Maria delle Grazie, whence it was 
removed to one of the side aisles, and finally, little more than a 
A.D. 1564. centuiy after, was broken up and sold to the highest bidder; the 
sepulchral effigies were then purchased for the Certosa by Oldrado 
da Lampugnano, for the trifling sum of 38 scudi a piece,^ and after 
being first placed against the wall near the monument of Gian- 
Galeazzo were set upon marble bases in its left transept. They are 
most interesting as faithful portraits, and careful records of costume. 
The duchess wears a closely -fitting hood, and her hair is curled in 
small, elaborate ringlets, which fall upon her neck and about her 
heavy placid face. The lids of her closed eyes are fiinged with thick 
lashes sharply cut out in the marble, and her figure is completely 
enveloped in the folds of a rich dress covered with a corded net- 
work, decorated with jewels and tassels. Her arms are crossed 

' Vide rAnonimo, p. 8G. 

* Orotteschi e Poesie. Lomazzo also mentions him in his Traitato della PUtura^ 
vol. ii. eh. xlvi. p. 325. 

^ His salary was 280 lire a year. 

* The five sculptors nominated were Ambrogio Ghisolfo, Lentino Ferrario, 
Biagio Vairone, Gioliano Pasifico, and Benedetto dell' Onago. 

* Anonimo Certosimo, MS. Bib. Brera, cited by Calvi, pt. ii. p. 223. Verri and 
Corio say that the monument cost 15,000 gold scudi. We have no record of its 
general design. Vasari, xiii. 118, says these statues of the duke and duchess were 
to have been placed upon a tomb designed by Giov. Giacomo della Porta. 
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and partially concealed under her robe, and upon her feet she 
wears shoes with extremely thick soles. The figure of her husband, 
who is also dressed in the costume of his time, is worked out in an 
equally realistic spirit. While looking at these two statues it is 
interesting to remember, that the duke passed the night before 
his escape from Milan on the approach of the army of King Louis ^-d- *^^9- 
XII. in watching by the tomb of his wife. She had been a support 
to him in previous hours of danger,^ and this was a last and 
touching proof of the attachment which he had always shown 
to her while living, by associating her name with his in all public 
acts and inscriptions, and by causing her portrait to be always 
painted with his own.*"^ Had she lived, he might perhaps have 
been spared the loss of his kingdom, and those eight weary years 
of captivity in the castle of Loches, which were closed by his 
death ; but when he lost her he was left to follow the dictates of a Death of 
fluctuating and uncertain will, and daring too much not to have iiMoro. 
dared more, he committed a scries of mistakes which at last threw i$o8. * 
him into the power of his enemy.^ Although accused of some 
grave crimes, he was in many respects a model sovereign, and a 



^ In 1495 wlien the duke, perceiving the fatal mistake he had made in inviting 
Charles VIII. of France to cross the Alps, deliberated upon the wisdom of seeking 
an asylum in Spain, Beatrice d*Este energeticallj opposed any such cowardly 
counsels and induced him to form a league with the pope and the Yenetians to 
oppose the victorious progress of the French. Through her energy the Duke of 
Orleans was driven out of Novara, the French abandoned the country and peace 
was signed within a year from the commencement of their triumphal march 
through Italy. 

* A contemporary poet the Cavaliere Gaspare Visconti in the concluding lines 
of a sonnet addressed to her in the hope of obtaining a desired favour through her 
intercession, says — 

' Donna boata e spirito pudico, 

Deh {a, benigna a questa mia richiesta 

La voglia del tuo sposo Lodovico. 

lo so ben quel che dioo : 

Tanta e la tua virtu, che cio che vuoi 

Dello invitto suo cuor disponer puoi.* 

(Verri, 8t. di Milano^ ii. 75 ; Sonnets by Gaspare Visconti copied from his MS. in 
the hbrary of the Prince Alberico di Belgiojoso d'Este.) 

' A statue in alabaster of King Louis XII. made for the Cardinal d'Amboise at 
Milan in 1508 by Ludovico Demugiano, a sculptor otherwise unknown to me, exists 
in the Renaissance gallery at the Louvre. It is a timidly-posed, helpless-looking 
figure dressed in a Roman military costume. The city represented in relief upon 
the tablet which the king holds in his hand is probably Milan. 

T 2 
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distinguished patron of arts and letters. Architecture flourished 
during his reign under the influence of Braraante da Urbino; 
painting, sculpture, and science under Lionardo da Vinci; and 
letters under many eminent men whom he favoured by every means 
in his power. Nor while he received foreigners with honour, did 
he neglect to foster native talent, as we have shown when speaking 
of the sculptors and architects whose names have come before us. 
To all such his fisiU was a grave misfortune, and like the death of Pope 
Leo X. at Rome was a signal for the dispersion of the artists who 
had flourished around him. Among them was Solari, who went to 
Rome, and there spent his time in study, until the directors of the 
Fabbrica called him to join the band of sculptors attached to the 
cathedral. How highly they esteemed him is proved by the words 
in which they spoke of him * as one who does the greatest honour 
and glory to his native city of Milan, in which he stands unequalled 
as a sculptor.' ' The conditions on which he returned were, that he 
should not be placed under the control of the architects, but should 
have fuU liberty to select marbles, and make statues as his fancy 
dictated ; that he should work when he liked, and dine when he felt 
hungry ; that he should be paid by the month and not by the day ; 
and lastly, that if he fell ill he should receive his full salary during 
a year, and after that time one half.^ The few works which Solari 
then sculptured do not justify his reputation. The statue of Christ 
bound to the column, in the sacristy of the duomo, is a coarse, mus- 
cular figure, utterly wanting in elevation. The Adam which stands 
on the roof of the cathedral (see Plate XVII.) is more refined in 
form, and more expressive, but is not marked with any striking 
individuality.' It represents him sorrowfully leaning on an instru- 
ment of labour, with a little child seated at his feet. Several sta- 
tuettes attributed to him are lost in thiB crowd of marble fiorures 
scattered about the roof and sides of the cathedral.^ Soon after his 
appointment as head architect he assisted Bernardino Zenale in 
making a new model for the cupola, in connection with which his 



1 Bossi, MS. cartella ix. p. 251. 

* Albuzzi MS. quoted by Calvi, pt. ii. p. 225. 

^ Vasari, xi. 273, attributes the Eve also to Solari, but Albuzzi shows on the 
faith of unquestioned documentary evidence that it is by Angelo Marini detto U 
Siciliano. 

* Among these are a St. Helena, St. Sebastian, a Judith, a St. Lucia, St. John 
the Evangelist, St. Peter, a Lazarus, a Louginus and a St. Eustace. 
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name appears for the last time on the registers, though he survived ^.d. 1523. 
some years longer, as it is affixed to an act of dower made to his 
dauffhter-in-law at a later date.^ His scholars were Giovanni The 

o ^ scholars 

Dentone of Padua,^ Giovan Giacomo della Porta, an artist of some of Soiarf. 
repute, Girolamo da Novara, author of a monument to the arch- 
deacon Melchior Longhi in the porch of the duomo of his native 
town, and Andrea da Fusina,® who figures in the records of the Andrea da 

Fnsiiia* 

Fabbrica as continually asking for money in advance. This artist 
made the tomb of Francesco Birago* for the Chiesa della Passione, 
which is tasteless and clumsy, though smoothly and skilfully 
executed. 

We know little more than the names of many of the sculptors Various 
who, clustering like bees about the cathedral at Milan during the last attached 
half of the fifteenth century, made it the storehouse of their handi- cathedral 
work.* Both young and old found solid advantages in their con- * 
nection with the Fabbrica. Before being admitted to full privileges, 
the young worked for a time without pay, in order to learn their 

1 Another paper preserved at the Gertosa, mentions that owing to his inability 
to write his own name he was obliged to have it signed by proxy. 
' See chapter on Paduan sculptors. 

• Fosina is a town in the Valtelline. Franchetti, p. 143, Torre, p. 159, and 
Bossi, cartella xv., state that Andrea worked at the Certosa. 

* In making the Birago monument Andrea was assisted by the Milanese 
sculptor Biagio Yairone author of a statue of David placed on the side of the 
duomo towards the episcopal palace. His name was struck off the list of sculptors 
attached to the duomo in 1496. Bossi, cart, xiv., mentions a bas-relief of the Last 
Supper near the high altar of the Gertosa as by him. 

^ Such are Matteo Gastaldi styled in the records of the Fabbrica, ' Magister 
expertus in signis et foliaminibus,' who in 1465 received 10 gold florins for a roundel 
to be set in the first story of the campanile at Ferrara (Gittadella, op, cU. p. 100) ; 
Matteo de' Revetti or E»evertis, who made the now destroyed monument to the 
Count of Valtero and Arquato (a.d. 1422) in the church of St. Elena at Venice, 
which is described by Sansavino (lib. v. p. 210) as adorned with many admirable 
little figures, rich leaf- work and varied ornament ; Maffeo da Milano, stone-cutter, 
who after several years absence from the duomo at Milan on account of illness was 
readmitted with full pay (a.d. 1491) ; and Pantaleone de' Marchi (1492), who 
made twelve wooden statues for the Certosa at Pavia, and the choir stalls, 
which were sold at Milan after the suppression of the convent by the French. 
Ambrogio di Porris (1497), Bartolomeo di Bernardino de' Nova, GKrolamo de* Nova 
(1495), and Giuliano de' Parisiis or Parisio, an assistant of Cristoforo Solari, were 
all enrolled among the cathedral sculptors ; as was Galeazzo Pellegrini, who also 
worked at the Certosa, where he was commissioned to design the monument of 
Gian Galeazzo, which was sculptured by Gian Cristoforo Romano. Pietro di 
Martino (fl. 1450) is mentioned in the Neapolitan chapter of this volume as the 
designer of King Alfonso's triumphal arch. 
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art/ while the old and infirm retired on pensions.* Expulsion wa« 
the penalty incurred by those who went to work elsewhere without 
special permission, but in certain cases where adequate excuses 
could be offered the offenders were readmitted.* Few Milanese 
sculptors went abroad/ which proves that they found ample and 
remunerative employment at home. Among those who did so we 
Ambrogio find a remarkable artist, commonly called Ambrogio or Ambrogino 
1474. ' da Milano,* none of whose sculptures are to be met with at Milan; 
his skUful hand was employed in carving trophies, military emblems, 
flowers, birds, and children, about the doors, windows, and chimney- 
pieces of the Ducal palace at Urbino.^ The utmost elegance and 

' Such as Battista da Bipa (1491) who afterwards worked under Omodeo, 
1496. 

' Like Antonio de' Resgiovis who was attached to the duomo from 1415 
to 1465. 

* This was the case with Aloisio Lomazzo, Ambrogio di Arluno (1500), and 
Ambrogio Ghisolfi. His brother Giovanni Pietro sculptured the arms of Lodovico 
Sforza over the portal of the castle of Milan which were thrown down by the 
soldiers of Louis XU. 

* Maestro Pietro Briosco was commissioned in 1442 to terminate the work 
about the doors of St. Petronius at Bologna. A Maestro Scilla worked at Naples 
under Andrea Ciccione upon the tombs of King Ladislaus and Ser Gian Caracciolo. 
See Neapolitan chapter. Other sculptors of ornament (lapicide) attached to the 
Duomo in 1490-1496 are Gio. Ambrogio de' Locate or de' Donati, Gio. Ant. de 
Besozzo, Gio. Ant. Tavema, Gio. Ant. de' Mapolinis, Girolamo da Novara, Luigi 
da Sesto, elected prior of the Sculptors* Guild in 1494, Cristoforo de* Stucchis 
and Gio. Fregella 1491-1494-1497 ; Stefano Battista and Paolo da Sesto, dismissed 
for some unknown reason in 1496. The latter artist worked at the Certosa in 
1513. 

* * Magister Ambracius, lapicida et sculptor egregius,' was one of the witnesses 
to Giovanni Santi's will ; (Pungileoni, Elogio Storico di 0, Sanii, p. 136 ; Passavant, 
Fr. tr. i. 42.) From him descended the Barocci d' Urbino, a family which gave 
both painters and mathematicians to Italy. Federigo Baroccio the famous painter 
was the grandson of Ambrogio da Milano, and son of Ambrogio the jurisconsult 
(vide Bossi and Cattaneo, MS. Bib, Melzi, vol. ii.). Passavant, Fr. tr. p. 380, says 
there were several families of this name at Urbino. 

* In the Crmiaca Rimata, written by Giovanni Santi, that painter poet tells us 
that when Federigo Feltri built his palace at Urbino — 

* Per omando ben d' ogni diletto, 
Tir5 de' tucta \_8ic'] Italia i piu famosi 
Intagliator de' marmi, et come e decto [«ic] 
Dispenso 1' opre.' 

MS. in the library of the Vatican, no. 1305, printed at the end of Passavant's 
life of Raphael, French translation. Among the armorial bearings upon the painted 
shields in the great hall belonging to allies of the Montefeltro family is the Lion of 
St. Mark. This emblem and the letters F. C. prove that this part of the palace 
was built before 1474, while Federigo was still Count of Urbino (Passavant, Fr. tr. 



purity of taste is shown in these decorations. The ai-cbitrave of 

one of the fireplaces is adorned mth a row of dancing Cupids, and 

the jambs with reliefs of winged boys 

holding vases filled with growing roses 

and carnations, whose structure and 

■wayward growth show the closest and 

most loving study of Nature. (See 

Woodcut.) In the leaves, flowers, and 

birds colour alone seems wanting to 

give life. Well may Giovanni Santi 

eulogise them as — - 

' MoBtmndo qnanto che natnra 
Fossa in tal arte.' 

This ornamental sculpture is (like all 
the best Renaissance work) no arid 
imitation of the antique, but a new 
growth from that parent stem, and we 
do not know any other work of the 
kind comparable to it, not even ex- 
cepting that at Venice by Ambrogio's 
contemporary Pietro Lombardo.^ Our 
artist showed himself equally excellent 
as a monumental sculptor in the tomb of Lorenzo Roverella, phy- Tomb of 
sician to Pope Julius II. and afterwards Bishop of Ferrarn, in the Ro»ereiu 
church of San Giorgio, outside the walls of Ferrara.^ Its style is Hedim' 

t 17). The most important work upon the dncol palace at Urbino is that by 
Fr. Arnold entitled Der herzoglichs Pala$l von Urbitw, Leipzig, 1B57. The first 
architect of the palace was Mo. Laciano da Lansana in Dalmatia, who received his 
appointment throngh a letter written by the Dnke Federigo from Castol Fapia 
June 10. 14:68. It was finished 1^ Boccio Fintelli. Ambrogio da Uilano and 
Oondolo Tedesco are spoken of as employed to ornament it. The beautifdl stone 
omamento are attributed to the first, and the intarsia work to the second. 

> Fassavant, op. eU. p. 378, attribates the chimney-pieces to Fco. di Gioi^o 
from Siena. Baldinnncci says he designed them and Ambrogio scnlptnred them. 
A glance howevor at the military bas-reliefs by the Sieneae artist in the palace at 
Urbino is sufficient to conTince one, that he cannot be the sculptor of the oma- 
mental work of which we have been speaking. 

* BoBsi, MS. cit., quotes Zani in lavour of the identity of the Ambrogio at 
Urbino and him at Ferrara. The tomb is signed and dated Ambrosii Medio- 
lanensis, op, 1475. Cittadella, in his Notizie di Ferrara, p. 47, nnder the date 
1500, quotes a docnment of payments made to M" Pietro Martino and Barto. di 
Ca>'a]li da Verona for work done in the doomo at Ferrara j adding that for the 
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pure Quattrocento, and its general arrangement that adopted by the 
Tuscan masters. The recumbent effigy lies upon a sarcophagus 
within an arched recess adorned with cherub heads. Outside the 
arch are two ^putti;' upon the top is a group of St. George and 
the Dragon; and within the bmette a roundel containing a group 
of the Madonna and Child with adoring angels. On either side of 
the recess are five excellent statuettes of saints. The technical 
handling is admirable throughout, and with the exception of the 
masterpieces of the Florentine sculptors at Florence and Lucca, we 
do not know of any monument so beautiful in design or so free from 
mannerism as this. We have no knowledge of where Ambrogio 
studied, or how long he lived, and any conjecture as to the length 
of his career would be hazardous, as his works at Urbino and 
Ferrara were sculptured at very nearly the same period. 
Ambrogio Ouc of the most eminent artists of this time was Ambrogio 

Canidosso, , 

born 1470. Caradosso detto Foppa and del Mundo, goldsmith and sculptor, who 
though generally called a Milanese was probably born at Pavia.^ 
According to Cellini * his surname of Caradosso was given to him 
by a Spaniard for whom he had neglected to finish some pieces of 
jewelry, and to whom he made his excuses in his strange Milanese 
dialect with such curious contortions of face, that the Spaniard 
cried out * Hai cara d'orso * — you have the face of a bear. This 
may be a flight of Cellini's fancy, but certain it is that our gold- 
smith signed himself Caradosso del Mundo, as the reader may see 
by referring to the letters printed in the Appendix,' which he wrote 

latter artist some chronicles substitute M9 Ambrogio da Milano, wbo in 1475 
worked at the * Officio delle Biade * with the Mantuan sculptors Abertino and 
Luigi Busconi. The same writer at p. 95 cites a document dated March 20, 
1473, in which M® Ambrogio da Milano is said to have been paid 70 ducats of 
Venetian gold, probably for the construction of the loggia * degli Strazzaroli * (cloth 
and silk merchants) with the help of the Rusconi. Ambrogio had a son named 
Cristoforo who is recorded as a sculptor in 1511. This artist is probably identical 
with that Cristoforo da Milano who with other sculptors was employed in 1540 to 
adorn the Palazzo della Ragione at Ferrara (Ricci, St. delV Archittetura, iii. 174). 

* Vasari, vi. 3, and Morelli, p. 205, nota 2, give Pavia as his birthplace. 
Cellini, Vitay p. 50, calls him a Milanese. He is often confounded with the Milanese 
painter Vincenzo Foppa. Bossi, MS. cit., says he was bom about 1470. Di Milano 
says he wrote an excellent treatise on Perspective. 

* Trattato delV Orifi^eria, p. 30. 

» See Appendix to Chapter IV. Copied by Bossi from the originals in the 
Archivio di San Fedele at Milan. See his MS. in the Biblioteca Melzi from which 
we transcribed them. 
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to Lodovico il Moro, when sent to buy some of the jewels and pre- 
cious objects of art belonging to Piero de' Medici, offered for sale at 
Florence and Rome after his expulsion. As the last part of his 
correspondence with the Duke is unfortunately lost, we cannot 
follow Caradosso to Rome, where he eventually established himself, 
and gained great reputation as a medallist and goldsmith.* Vasari 
praises very highly the medal which he made of Bramante, and 
the coins which he executed for popes Julius and Leo X. ;^ and 
Benvenuto Cellini, who was not wont to laud his rivals, tells us in 
his Autobiography that he regards Caradosso as the most skilful 
goldsmith he has ever met, and that his talent inspires him with 
more envy than that of any other maestro.* 

The only existing monument of Caradosso's skill is a gold pax, ^^^JJ^^ 
made for the Cardinal de' Medici (afterwards Pope Pius IV.) and ^^27. 
presented by him to the cathedral at Milan. This exquisite work 
consists of a bas-relief representing the Descent from the Cross, 
enframed between two little colunms of lapis lazuli upon bases 
adorned with stone cameos. In the lunette are the arms of Pope 
Pius and a group of angels bearing the instruments of the Passion, 
and above the arch is a figure of God the Father sustained by 
cherubim. Two adoring angels stand in the centre, and two at 
either end of the architrave.* Amono: his other works which have 
shared the fate of so many treasures of art, whose precious material 
has led to their destruction in times of war or necessity, was a 
HMkgnificent inkstand of gold, bought by King John of Aragon for 
1 500 gold pieces, and looked upon throughout Italy, says Ambrogio 
Ijcone, with the utmost admiration. The four bas-reliefs upon it 

^ We get a glimpse of Caradosso at Rome in one of Balthazar Castiglione's 
letters to Federigo, Marquis of Mantua, who had written to inquire about a piece 
of goldsmith work for which he had advanced a sum of money. The ambassador 
says that it will be finished at Easter, and that as Caradosso only works upon it 
when he is in the vein it will certainly be his masterpiece. Bossi, MS. cit., says^ 
* Si sa che questa impresa era il monte Olimpo.' 

* Vita di Bramante^ Vasari, vii. 135. 

' How genuine this admiration was on his part is proved by his re^isal to 
accept any payment for a chiselled cap-button from a gentleman who declared it 
to be superior to those for which Caradosso received a hundred scudi apiece. 
' Such praise,' said Cellini, ' is payment enough for me, since the highest reward 
that can be given me for my labour is to be assured that I have approached in 
excellence the works of so great an artist.' — Cellini, Vita, pp. 60, 56. 

* See Franchetd's Duomo di Milanoj tav. xxx. and pp. 84, 85; also Euc. 
Ariisticaj by Dr. G. Buti, pp. 6, 8. 

U 
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represented the battle of the Centaurs and Lapithte, the rape of 
Ganymede, and two of the labours of Hercules.^ We should not 
know that Caradosso worked m marble were it not for a passage in a 
Jan. 2. letter written by a distinguished amateur, Mons. Lodovico Gronzaga, 
Bishop of Mantua, to Francesco Binasco, whom he employed to 
collect works of art. * I do not wish anything by Caradosso,* writes 
the prelate, ^ but the marble figures and heads, and I shall be most 
obliged to you if you will see them and send me a list of them by 
the bearer of this letter, and as I know by the head which you drew 
in your letter that you take pleasure in using your pencil, I wish 
you would gratify me by making a sketch of the said figures and 
heads; not a finished drawing such as would take much trouble 
and involve loss of time, but sufficiently large to allow me to form 
a judgment about them, since marble- work unless it is really 
excellent is not worth having.'* 

We only know Caradosso as a sculptor by a terra-cotta mortorio 
in a chapel of San Satiro at Milan,^ consisting of a number of life- 
size figures grouped around the dead body of our Lord. (See 
Tailpiece.) Their faces and attitudes are expressive, and their 
proportions are generally coiTect, but the effect of the whole is 
exactly that of a * tableau vivant ' out of one of those old * Mysteries' 
so commonly acted in the Middle Ages, and still performed by the 
peasants of the Bavarian mountains. 
AgosHno The most celebrated Milanese sculptor of the first half of the 

dettofiam- sixteenth century was Agostino Busti, sumamed Bambaja.'* His 
^^'^^ fame rests upon one great unfinished work, the tomb of Gaston 
d>d^*** de Foix,^ the nephew of Louis XIL and governor of Milan, who 

April 11, 

1612. I Morelli, Notizie del Bisegno delV AfW7iwiOy p. 205, note 119. 

* Belle Arti e degli Artefici di Mantova^ del Conte Carlo d* Aroo, vol. ii. p. 197, 
no. 225. 

3 Torre, op, cit. p. 48, speaks of this mortorio as hy Caradosso. So does 
Lomazzo in his Tenvpio della PiUura, p. 108. 

* Called also Bambara, Zambaja and Zambaglia. 

* He commanded the French troops in the war against Pope Julius IT., who 
had allied himself with the Kin^ of Aragon and the republic of Venice, in order 
to recover the territory which had been wrested from him by the French. Having 
forced the Papal army to raise the siege of Bologna, Ghuston de Foix made a rapid 
march of eight days to Brescia, which had been shortly before taken by the 
Venetians, carried it by assault, and gave it over to the tender mercies of his 
soldiers, who in a few days almost destroyed one of the most flourishing cities in 
Lombardy. He then entered the Bomagna and gave battle to the troops of the 
league, and Pedro Navarre. After a short and terrible conflict between the two 
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fell at the battle of Ravenna after a short ani glorious career of 
two months, *qui fut toute sa vie et son immortality/^ His body 
was reco\'Bred by his followers and taken t^ Milan, where it was 
placed in a leaden coffin covered with a splendid btpcade embroi- 
dered with the lilies of France, and suspended in th^ cathedral 
between two columns. Below it hung the sword of Julius II. in a 
sheath of gold, and many banners also taken at Raveiina. A year 
later when the French were driven from Milan, the victorious Swiss 
took the body 6f Gaston and exposed it upon the ramparts of the 
castle, whence some reverent hands temoved it to the church of 
Sta. Marta.^ After the battle of Marignano which once more gave a.d. ifti6 
Milan to the French, Francis L commi^ioned Bambaja to erect a 
magnificent tomb in honour of the young hero. He worked upon 
it for eight years and then left it incomplete,* but a drawing 
in the South Kensington Museum* shows us (see Plate XVIII. Deb ^.n for 
No. 1) his entire design.* The flat sides of the sarcophagus ofGRbiou 
are adorned with bas-reliefs, separated from each other by pro- BlmS^iu^ 
jecting pilasters upon which stand statuettes ; and its curved base 
is supported upon foliated lions' feet, and decorated with a rich 
cornice. The mortuary couch is surrounded by candelabra, and 
the whole structure raised from the ground upon a flat basement 
resting upon double pilasters, on which stand figures of the Virtues, 
and below which, sit others of apostles and prophets. This very 
noble tomb was intended to stand in the middle of a ghapel whose 

armies, which numbered in their ranks the best, soldiers of Christendom, the 
French routed their foes and made many important prisoners. At this crisis 
Gaston de Foix, as jet unharmed, saw a band of Spaniards retreating along the 
river Ponco, and mistaking the few fugitives who fled before them for an important 
body of French troops, rushed madly in pursuit. In an instant he was surrounded, 
struck from his horse and killed, boldly defending himself to the last. 

* Henri Martin, Histoire de France^ vol. vii. p. 400, note 1. 

* MS. by Andrea da Prato, cited by Franchetti, op, ciL p. 90, note 1, and by 
Verri, ii. 119. 

' This is disputed. Lattuada, Bqse. di Milano, v. 56-, in proof of his opinion 
that it was set up at Santa Marta, cites the following inscription from a tablet 
placed upon the wall below the statue of Gaston de Foix when the old church 
was restored : ' Gum in wde Martha^ restituenda ejus tumulus dirutus sit hujusce 
coonobii virgines .... hoc in loco collocandum curavere,' a.d. 1674. 

* Vide Ulturtrated Catalogue by J. C. Robinson, Esq., pp. 170 et seq. The 
drawing, ascribed to Idonardo da Vinci, was purchased at the Woodbum sale. 

* See Vasari, zi. 271, and viii. 183^ Vita di B. da Montelupo; also Cicognara, 
lib. V. ch. v., and Biondelli*s article on Bambaja in the PolUeenico di Milano, 
no. iii. pp. 222 et seq. for notices of Bambaja and his works. 

v2 
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walls were to have been ornamented with bas-relie& by Bambaja. 
Those which fill the flat spaces of the pilasters are composed of 
arms, trophies, instruments of music, and horses, almost detached 
from the background by deep cutting, and are marvels of skilful 
workmanship (see Plate XVIII. No. 2), but we cannot extend our 
admiration to the statuettes and reliefs belonging to other parts 
of the tomb, which are wanting in style and purity of outline.^ 
Of all the fi^agments of this monument none moves us like the 
mutilated statue of the young soldier, which was taken to the Brera 
when the convent of Sta. Marta was suppressed by the French 
(see Plate XIX.). Clothed in armour and wearing a helmet 
wreathed with laurel upon his head, he lies in a simple attitude, 
with his arms crossed upon his breast, and a severe and dignified 
expression in his face, * quasi tutto lieto nel sembiante, cosl 
morto per le vittorie avute.' Were it not for this one statue, we 
should think * Bambaja overrated, notwithstanding his really great 
skill as an ornamental sculptor. . The details of his small monu- 
MoDu- ment to Lancinus Curtius in the Renaissance museum at the 
Lancinus Brcra ^ are excellent, but the general design is meagre and in 
bad taste. Upon a tablet below the recumbent effigy is an 



^ Fragments are to be seen not only at Milan, but sJso in Spain and England. 
Those in the Ambrosian library, consisting of three pilasters covered with trophies 
and military emblems, were bequeathed to it by Cesare Piatti, nephew of the 
Cardinal Flaminio Pitti, who purchased them for 200 gold scudi when the Qonvent 
of Santa Marta was restored. ' At Gastellazzo, this villa of the Marchese Busca 
near Milan, there are seven bas-reliefs, three pilasters, and six seated figures, 
which were bought in the early part of this century by the Count Qiuseppe-Maria 
Arconati. Three seated statuettes may be seen at the Brera, and four others at 
the church of Chiaravalle in the neighbourhood of the city ; in the museum of the 
Academy at. Turin' there are four pilasters, and in the museum at Madrid two 
unfinished reliefs, one of which represents a procession of soldiers barely sketched out 
in the marble ;. lastly, there are two statuettes of Fortitude and Charity, and three 
important reliefs in the South Kensington museum. The first (1515) represents a 
warrior leading a horise and is inscribed ^th the motto 'Nunquam tentes aut* 
perfice;' the second (1518), men shooting upwards, standing on either side of a 
truncated column with the devise ' HIsbso lumine solem.' In the third, a warrior 
crowned.by Apollo sits upon a triumphal car above which Jupiter and the Eagle 
appear in the clouds. \ This relief bears the latest date (1528) connected with 
the monument, but it is probable that Bambaja continued to work upon it until 
the defeat of the French at Pavia in 1525. 

^ Originally in the cloister of the church of St. Mark at Milan. It is in- 
scribed : * Opus Augustini B'usti. A.D. 1513. absolut. e. ccenobio. S. Marci. Mediol. 
translat.' , . 
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inscription ^ lauding this eminent man of letters, who wrote Latin 
poems and epigrams, and made an excellent Latin version of the 
poems of Callimachus. A second tablet sustained by winged horses, 
emblems of poetical genius, and volute-shaped flaming torches, 
typical of the light which it sheds, is placed above the sarcophagus, 
and contains a bas-relief of the three Graces. This monument is 
surmounted by a crowned female genius, below which are winged 
figures of Victory with a palm branch, and of Faith with a torch 
flanked by putti with candelabra.^ Bambaja was attached to the Works by 
Fabbrica during the last ten years of his life,^ during which he in the 
made the mediocre monuments of the Cardinal Marino Caracciolo, MUan. 
governor of Milan, and of the canon Giovanni Andrea Vimercati 
for the Duomo. Nothing could well be more cold and bald than 
the architectural design of these late Renaissance tombs, or 
more uninteresting than their accessories. Five years before his 
death Vimercati commissioned Bambaja to sculpture a bas-relief 
representing the Presentation of the Virgin for an altar in the left 
transept* Here again he failed to produce a work worthy of his re- 
putation. The composition is poor, the figui-es are inordmately long, 
and utterly wanting in expression and elevation of style. Bambaja^s 
name appears in the list of artists who worked upon the fa9ade of 
the Certosa, but we look in vain among its many bas-reliefs for some 
trace of his co-operation.* We have no such doubt as to his having 

* ^ En virtntem mortis nesciam ! Qnascnmqne lustrans oras : 

Vivet Lancinus Cnrtius Tantum possnnt Camenes.* 

Saecula per omnia, 

By the historian Paolo Qiovio. 

* Engraved by Gicognara, vol. ii. tav. 79. 

' Franchetti, p. 77, nota 1, says Bambaja was attached to the Yeneranda 
Fabbrica July 16, 1587, and remained so till his death in 1548. 

^ October 23, 1548, Yimercati deposited 2200 ducats in the hands of the 
treasurer to pay for these works. See Franchetti, op, cU, p. ^7. 

* It is tme that those upon the side pilasters of the portal, which represent the 
history of the edifice, have certain points of resemblance with the bas-reliefs of 
the Presentation at Milan, in the extreme length of the figores, and with the 
compositions upon the tomb of Gaston de Foix in the combination of basso- with 
alto-rilievo, but these are not distinctive marks, and we are the less inclined to 
accept them as indications, because the said reliefs are very much superior in 
style and composition to any of his known works. The draperies are simply 
treated, and faU in straight-lined well-arranged folds, whereas those in the 
statuettes and bas-reliefs belonging to the tomb of Ghiston de Foix are fluttering 
and cut up; so also the architectural backgrounds are of a purer Renaissance 
style than those of Bambaja. 
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Tomb by sculpturcd a tomb in the family chapel of the Borromei on the Isola 

atisoia Bella, although it is neither signed nor dated, for the bas-reliefs 

of the Agony in the Garden, and the Flagellation, and that of a 

warrior marching in triumph surrounded by a crowd of soldiers and 

people, as well as the birds, masks, festoons, and arabesques upon 

the sarcophagus need no signature or documentary evidence to 

substantiate their authenticity. In them as in his other works we 

find great excellences, counterbalanced by those great defects which 

characterise the art of his time. Even in ornament as excellent 

as that upon the pilasters of the tomb of Gaston de Foix he violated 

the laws of sculpture by the introduction of drums, banners, and 

other objects equally unfit for representation in marble, and in his 

bas-reliefe disregarded the bounds which should regulate treatment 

of subject in sculpture. 

Contend- Amoug his contemporarics were Antonio di Domeuico da Ligorno 

S^Sb. or Ligiuno (a province of Como), who is styled * egregius sculptor ' 

A.D. 1608. jj^ ^ document of the time;^ Bernardino da Milano, who assisted 

Giacomo da Ferrara in sculpturing the fineze of the Palazzo Castelli 

▲J). 1522. at Ferrara after the designs of Baldassar Peruzzi ;^ and Galinus de 

A.D. 1476. Cozteno, a native of the Valtelline;^ Antonio di Santo, who long 

lived and worked at Reggio where he adorned the portal and stair- 

A.D. 1603. case of the palace of Count Borsio Sforza;* Cristoforo da Milano, 

A.D. 1609. who worked at Ferrara;* and Bernardino from Milan or Lugano, 

a noted bronze-caster, who was employed to cast the figures of St. 

John disputing with a Levite and a Pharisee, which Francesco 

Rustici had modelled for the baptistery at Florence. For each 

statue he was to receive 400 florins, with the condition that in case 

Marco of feilurc hc should forfeit 300.^ The reputation of Marco Ferrari, 

^^'^^^ called fix)m his native town near Milan, da Gra or Agrate, is not 

borne out by his statue of St. Bartholomew in the cathedral at 



^ Gittadella, op. eU, p. 661. 

« Ibid. p. 318. 

' Bossi, MS. cartella viii. 

* Gampori, Art, Ed, p. 316, op, dt. In a filza from the Archivio di Parma 
cited by Goalandi, Mem, etc. 6th series, 31, 33, this artist is styled ' Mo. Antonio 
di Domini Sancti ; habitat in civitatis Begii in vie. Scti. BaphaeHs.' 

» Cittadella, op, cii, pp. 318, 423. 

* Vasari says they were cast twice. They were finished in 1511 (vide Tuscan 
Sculptors^ life of Bostici, vol. i. ch. vii. ; and Giornalc, Degli Arch, Toscani, iv. 63, 
anno 1860. 
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Milan. So repulsive a subject as that of this Christian Marsyas 
would hardly have been selected but for the purpose of displaying 
his knowledge of anatomy, and we may conclude from an inscription 
upon the pedestal, in which we are warned not to fall into the error 
of attributing the work to Praxiteles,^ that in attaining this object 
he felt that he had proved himself to be a great sculptor. That 
he was not so is proved by other works, such as a bas-relief of 
the Marriage at Cana in the Cappella dell* Albero in the same 
cathedral, and the monument of Bartolomeo Martini in the duomo in 1607. 
at Parma.^ 

Milanese sculptors, as we have said, seldom wandered &r from 
home, but now and then traces of a straggler are to be met 
with, as at Atri in the Abruzzi, where we find a work by Paolo 
de Garviis. When Matteo III. Acquaviva, who had rendered Puoiode 
himself obnoxious to the house of Aragon by taking part in the 
conspiracy of the forty barons against Alfonso, fell into the hands 
of the Spaniards he was thrown into a horrible prison, where he 
spent four years * sub terra, con ferro in piedi, e con decesette ferite.' 
In the hope of hastening his liberation his wife Isabella Piccolomini 
determined to fulfil her husband's vow, to dedicate an altar in the 
duomo to the Virgin and St. Anne on regaining his freedom, and 
commissioned the above-mentioned Milanese architect and sculptor 
to erect it. She had reason to believe that her act had obtained 
favour in the Madonna's sight, as before it was finished Matteo was a.d. isoe. 
set free.* The altar stands beneath a ciborium supported on four 
pilasters, whose flat spaces are adorned with the arms of Matteo III. 
and his wife Isabella, and with gracefully combined leaves, festoons 
and arabesques. Paolo de Garviis also made the font in this a.d. 1603. 

> * Non me Praxiteles, sed Marcus finxit Agrates * (vide Cicognara, vol. ii. 
tav. 80 ; and Yasari, vol. xi. p. 273, note 6). 

* Franchetti, op. ciL p. 107 ; and Bossi, MS. vol. i. no. 78. 

' Not long after he resumed the reins of government the Prince of Gapna 
excited his subjects to rebellion ; the streets of Atri were filled with an armed 
mob which broke into the duomo and threw down the Acquaviva altar. When 
peace was restored it was reconstructed and then again taken down in order to 
make room for a staircase to communicate with the episcopal palace. A few years 
since it was once more set up in the duomo of which it nows forms one of the 
principal objects of interest. (Andrea Matteo HI. Acquaviva e la sua Cappella, da 
Gabriello Cherubini, Mem, 8t, Art, Pisa, 1859.) The inscription upon it is 
.'Andreas Mattharas Acquavivus Dux ,Hadri» et Thermini, Divie Yirgini, et 
Sanctissimfe Matri Annte, sacellnm hoc dicavit anno partu ejus mdvi.' 
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church, which is sheltered under a roof supported upon carved 
pilasters.^ 

Many sculptors of talent flourished in the Milanese territory 
during the sixteenth century, such as Brambilla, Fontana, Guglielmo 
della Porta, and Leone Lioni, whose works afford little or no satis- 
faction, since they, like their brethren in other parts of Italy, copied 
the defects of Michel- Angelo without attaining his grandeur of style. 
The disturbed state of the country, which was trampled under, foot 
by the invading hosts of France, Spain, and Austria, prevented such 
great art enterprises as those which shed a lustre around the names 
of Azzo and Galeazzo Visconti and Lodovico il Moro, nor is this 
to be regretted as had any such been undertaken they would neces- 
sarily have borne the stamp of that vicious taste which was fast 
falling into the monstrous eccentricities of the Baroque. 

Among the scholars of Cristoforo Solari we mentioned Giovan 
Giacomo della Porta, who assisted him when working upon the tomb 
of the Duchess Beatrice, and who was employed at the Certosa, both 
upon the facade and upon the tomb of Gian Graleazzo, and was 
attached to the Duomo at Milan. The works of his nephew and 
scholar Guglielmo della Porta, one of the most noted artists of his 
time, show no trace of that careful study of Lionardo da Vinci to 
which Vasari tells us^ he devoted himself in his youth, but this is 
perhaps owing to the influence of Pierino del Vaga,^ under whom 
he worked at Genoa, when he went there in company with his uncle, 
who was commissioned by Filippino Doria to erect a ciborium over 
the altar in the chapel of St. John the Baptist in the cathedral.* 
He sculptured the Prophets in alto-rilievo upon the pedestals of its 
porphyry columns, as well as the mannered and thoroughly mediocre 
statues and bas-reliefs in the chapel of SS. Peter and Paul.* He 
also made two marble angels for the Compagnia di San Giovanni, 
two busts for the Bishop of Serraga, a statue of Ceres, a group of 
the Graces, some marble putti which were sent to Flanders, and a 
veiy poor statue of St. Catherine which still stands on the landing 

* The inscription upon it is to this effect : * Panlns de Qarve fecit et P (?) 
oharitate d(omi)nn8 Gkilantia mdiii.' — Schultz, op. cit ii. 17. 

« Vol. xiii. p. 119. 

' Gaalandi, 6th series, p. 133, says that Guglielmo married the daughter of 
Perino, who was greatly attached to him. 

^ This ciborinm cost 1000 gold scndi (Banchero, H Duomo di Oenova, p. 178). 

• Made for the Bishop of Serraga di Casa Cibo. 
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of the staircase of the academy,^ On his arrival at Rome he was a.p. 1537. 
warmly commended by his uncle to Fra Sebeistiano del Piombo, who 
put him in the road to success by presenting him to Michel- Angelo. 
Through him he obtained an order to restore some antique statues 
at the Palazzo Farnese, was admitted to the pope's service, and on the a.d. 1547. 
death of Fra Sebastiano, succeeded him in the office of ' piombatore/ 
It is said that Pope Paul III.^ purchased from him a bronze base 
originally intended for a monument of Bishop de' Solis meaning to 
use it for his own tomb, but we may doubt if this be so, as the base 
of that which Guglielmo erected to him by order of Cardinal Famese, aj). 1551. 
in St. Peter's, is of plain white marble. In general design it follows . 
the type originated by Michel- Angelo in the tombs of the Medici. Tomb 
The pope sits in an attitude of meditation, looking down upon two Paui 
allegorical figures which recline below him. One of them is 
Prudence, an old woman looking into a mirror, said to be the por- 
trait of Giovanna Gaetani da Sermoneta, mother of the pope ; the 
other. Justice, strangely personified by a young woman with an 
unmeaning face and voluptuous person, who is identified with Giulia 
Gaetani, the pope's sister-in-law. The complete nudity of this figure 
was considered so scandalous, that after the death of Guglielmo his 
son Teodoro was employed to cover the body with a bronze tunic.^ a.d. 1577. 
Had the monument been a masterpiece in all its details, its general 
effect would have been spoiled by the use of such antagonistic 
materials as bronze, for the mannered statue of the pope, and marble, 
for the heavy and characterless figures of the Virtues, whose vague- 
ness of meaning, unlike that of the allegorical statues of Michel- 
Angelo which strikes us as a want of perspicacity in ourselves, 



* Banchero, op. eU. p. 4^6^ says it formerly stood over the Porta detta dell' 
Acqnasola. 

* Paul in. was a Famese and the first Roman pope since Martin V. 1417-81. 
He was a good classical scholar, gay and ' spirituel ' in conversation. His pride 
and nepotism are well known. He made his natural son Pierluigi (a man of very 
bad moral character) Duke of Parma, and married his grandson Ottavio to 
Margaret, natural daughter of Charles Y. afterwards regent of the Pays-Bas, who 
gave her name to the Palazzo and the Villa Madama. He built the Palazzo Famese, 
and during his reign Michel-Angelo finished the Last Judgment (Gh*egorovius, 
op. cU, p. 211). 

' Gualandi, 6th series, pp. 123, 125, documents concerning father and son 
from 1577 to 1604, Melchiori, Quida di E-orruiy says the monument cost 24,000 
scudi. In 1578 and 1592 Teodoro prayed for the payment of 5000 scudi still due 
to his father's estate. 

X 
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evidently arises from poverty of idea. Pope Pius IV. commissioned 

from Guglielmo a bas-relief from the history of our Lord, which he 

was to have cast in bronze for one of the doors of St. Peter's, but 

we cannot regret that he never did so as he was evidently wanting 

Other in religious feeling. Among the members of his family who followed 

^"th« " his profession were his son and scholar Teodoro, the Cavaliere Gian 

Poru Battista della Porta, and his brother Tomaso, who was renowned 

family. ^^^ j^.^ clcvcr imitatious of the antique.^ This artist modelled beads 

of the twelve Caesars in bas-relief for Pope Julius II. by whom he 

was pensioned, made a statue of St. John the Evangelist, and a 

A.D. i6ir. group of the Deposition. Another della Porta, named Paolo, is 

mentioned in an inscription upon the tower of the Madonna di 

Saronno,* a church near Milan known to all lovers of art as rich in 

the admirable frescoes of Luini. 

We now come to one of the most prolific and best known artists 
i^n© of his country, the goldsmith, medallist, and sculptor, Leone Lioni, 
called II Cavaliere Aretino, though despite this surname he appears 
to have been bom at Menaggio, a town in the district of Como.' 
Living in a century when art was chiefly dependent upon that 
Spanish patronage which was so detrimental to it, he spent his life 
in working for the Emperor Charles V., the Cardinal de Granvela 
or Grambela, and Don Ferrante Gonzaga, Viceroy of Sicily and 
Governor of Milan. His style was mannered and corrupt, and his 
character revengeful and passionate.* Called to Brussels, where 

' This Tomaso who died in 1568 is not to be confounded with another of 
the same name who cast the statues of SS. Peter and Paul for the Trajan and 
Antonine columns, and died in 1618 (Bossi, MS. cartella x.). 

• Bossi, MS. cit. cartella xv. 

2 Campori, Art. Est, p. 283, and Morigia, lib. v. ch. v. p. 470, both speak of 
him as a native of Menaggio. Guilliot, Les Artistes ItaUeiis en Espagne, p. 23, 
and Vasari, vol. xiii., say he was bom at Arezzo. The editors of Vasari, riii. 3, 
nota 1, account for this difference by supposing that his father was an Aretine 
residing at Menaggio when his sou was bom. But in a contract made by Leone 
for the Melegnano monument, he is called Leone Aretino son of Giovanni Battista 
Milanese. 

* Among the many discreditable facts in his life which prove this we may 
A..B. 1540. mention his treatment of Pellegrino de' Leuti, jeweller to the Pope, whom he way- 
laid in the street at night and cut about the face with his dagger so cruelly, * che 
a vederlo pareva un mostro.' For this deed, which was prompted by revenge for 
an alleged insult to his wife, Leone was put into prison and condemned to the 

March, galleys. In writing to Pietro Aretino he refers to his condemnation, and accounts 

1641. for his liberation in these words: — 'Forced into the Papal galleys, I was set at 

liberty at Genoa by order of Andrea Doria Prince of Melfi. I have been joined 
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he was lodged in the imperial palace and honoured with the title Residence 
of Cavaliere, he was commissioned to make a bronze statue of Lioni at 
Charles V. (now in the gardens of the villa of Buen Retiro, near a.d!76o2- 
Madrid) trampling an allegorical figure of Rage under his feet.^ On ^^^'^' 
his return from Spain, whither he had followed his imperial patron, Goes to 
he received a pension, and the present of a house, in the Contrada then re- 
degli Omenoni,^ which he called the casa Aureliana from a copy of MiUn. 
the equestrian statue of Marcus Aurelius in its courtyard.' His 
chisel was so constantly employed upon statues, busts, and medal- 
lions of the imperial family that his friend Pietro Aretino sur- 
named him *I1 Scultore Cesareo.'* The most important of his 
works in Italy is the bronze statue of Don Ferrante Gonzaga, which statue of 
his son Don Cesare erected at Milan, and Don Ferrante II. removed rante Gon- 
to Guastalla. It represents him in the costume of a Roman general, t^e^ 
standing with his foot upon the prostrate body of a satyr who ^^^7-i594. 
grasps a triple-headed snake, typical of Envy, and holding three 
apples in his hand, like a Hercules returning from the garden of the 
Hesperides. The group is ably composed and skilfully cast, but 
the style is mannered, and the action of the figure exaggerated.^ 
The explanation of its allegorical portions is to be found in the 

Here by my mother, wife, and son Ponipeo, aud I pass my time in snapping my 
fingers at the priests, and in praying Gk>d that he will cause the bad among them 
to burst, and the good to prosper.' Again, when his pupil and assistant Martino 
refused to return with him fix)m Venice to Milan, Leone hired a bravo from whose 
hands Martino escaped with dangerous wounds ; and when Orazio YerceUi the son 
of Titian had received 2000 scudi from the Duke of Sessa, then governor of Milan, 
in payment for some of his father's pictures, Leone wishing to possess himself of 
the money, and jealous becauBO the duke had commissioned Orazio to paint his 
portrait, set upon him in his own house and wounded him severely in the face and 
shoulders (Bottari, Lett, Pitt. vol. v. no. 84; see also no. 83, ibid.). Cadomi, 
Pareri di XV Architlett% pp. 50, 103 : * Dell' Amore dei Veneziani a Tiziano.' 

' In a letter from Aretino dated 1552 he mentions that Don Ferrante had 
given the commission for this statue to Leone {Lett, Pitt, di Bottari, vol. iii. 
no. 82). 

^ So called from the colossal figures of prisoners upon the fa9ade (Vasari, 
ziii. 115). 

^ Ouilliot, Les Artistes en Espagne, p. 25. 

^ Such as the statues of the emperor and empress in the Academia di S. Ferdi- 
nando, and the bust of the emperor in the new palace at Madrid ; two large 
bronze medallions of Charles Y. and the Empress Isabella at Buen Retiro, and ' 

several busts of the imperial family ; and busts of Charles V., Philip II., and the 
Duke of Alva in his palace at Madrid. He also projected an equestrian statue gf 
the emperor (Campori, op. cit, p. 249). 

* Engraved in Litta's Favilylic Celehrl, fasc. xxxiii. pt. ii. 

x2 
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history of Don Ferrante, whose conduct while governor of Milan 
caused so much discontent that he was called to Madrid to justify 
his acts, and th<)ugh he succeeded in doing so in the eyes of 
his master, who loaded him with honours, was not sent back 
to resume his former charge. The bronze monument to Giovan 
Giacomo de' Medici Marquis of Melegnano in the duomo at Milan 
was made by Leone after the designs of Michel- Angelo in the late 
Renaissance style common to the monuments of his school.^ The 
marquis stands clad in armour between seated allegorical figures 
of Peace and Military Virtue, above which are personifications of 
Prudence and Fame. It is what the world calls a fine monu- 
ment, that is to say a huge mass which produces an effect by great 
size, and costliness of material. 

Among his other oflices, Leone Lioni held that of director of 
the mint at Milan, in which he was succeeded by his son-in-law 
Giovanni Battista Suardi.^ His son and scholar Pompeo Lioni, 
sculptor and medallist, who imitated his father's style so closely 
that their works are hardly distinguishable, spent much of his 
life in Spain, where he made no less than thirteen bronze statues 
of members of the imperial family.^ After living many years at 
Madrid, he returned to Italy, in order to work under his father's eye 
upon certain statues designed by Giovanni de' Herrera, for the high 
altar of San Lorenzo in the Spanish capital, and sent each statue 
to its destination as soon as completed. When all were done he 
returned to Madrid where he was paid 3000 ducats, and in considera- 
tion of thirty years' service had an annual pension assigned to him 
of 600 ducats. Quantity without reference to quality was appre- 
ciated at Madrid, and in this respect Pompeo gave full satisfaction, 
for in the space of four years he turned out ten bronze figures 



' He did not belong to the Medici of Florence. Franchetti, p. 66, says lie waa 
both avaricious and cruel. The monument was commissioned by Pope Pius IV. 
who gave to ifc seven marble columns, and cost 7800 gold scudi. Giovanni Angelo 
Medici, brother of Giovan Giacomo who was bom at Milan, reigned from 1559- 
1565, and was buried at Santa Maria dcgli Angeli at Borne. The contract 
between Cardinal Morini and Gabrio Serbelloni acting in the pope's name, and 
Leone Aretino son of Gio. Battista Milanese della Parocchia di San Martino in 
Norigia is dated September 12, 1560 (Archivio di Casa Medici, Note dell' Abate 
Frisi, Verri, op. cit. p. 266, nota 2). 

^ Lomazzo, Tempio della PHtiira (Milan 1590), p. 164. 

^ Vasari, iii. IIT; and Guilliot, op. cit, p. 60. 
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larger than life, and modelled nine statues for the church of 
S. Filippo Reale.^ 

Martino Pasqualigo, a Milanese scholar of Leone Lioni, went to 
Venice at an early age and there lived in intimacy with Jacopo Martino 
Sansavino and Pietro Aretino. He was painted by Titian, and after ligo, bom 
his death had his name coupled with that of Palladio in the verses 1530! 
of a contemporary poet.^ Other sculptors of this period were other 

■^ * * . sculptors 

Antonio Abbondio, *detto TAscona,' who sculptured the terminal of this 
figures upon the fa9ade of Leone Lioni's house and some colossal 
heads at San Celso,^ in a bad style upon which it is not necessary to 
expatiate: and Battista ' detto T Asconino,' who made several statues 
for the exterior of the Milanese cathedral. 

Antonio Fontana a far more clever artist of the Baroque school, Antonio 

Fontana, 

and therefore all the more mischievous, began life as a goldsmith, bom i64o, 
and first attained repute for his silver work, cameos, and intaglios 
in rock crystal.* He oflfered to sculpture some statues for the 
fa9ade of the church of San Celso, but as the deputies had never 
heard of him as a sculptor, they prudently lent him a block of 
marble on security, and assigned him a workshop in which he could 
try his hand upon it before employing him. There it was (as we 
have already related^) that the Florentine sculptor Lorenzo Stoldi, 
curious to see what he was about, watched him through a hole in 
the wall between their two studios, and struck with the beauty of 
his work resigned his appointment of sculptor to San Celso, on the 
ground that mortals stood a poor chance when angels took up their 
profession.^ The deputies accepted Fontana's Madonna with accla- 
mations, and gave her a place of honour inside the church above the 
left side-door, declaring her to be indeed the work of an angel rather 
than a man. To us she appears heavily dmped and essentially 



* No wonder ho grew rich, since we are told he was paid 23,000 ducats for 
these works, and we do not know how much more for the fifteen gilded bronze 
statues which he made for the Escnrial ; their quality may be judged of by the fact 
that they are fitted with marble draperies whose borders are enriched with precious 
stones. 

' Giovan Battista Maganza. 

* Torre, op. cit. p. 68 ; Bossi MS. vol. i. no. 14j6. 

^ Morigia, ch. y., mentions a casket in rock crystal with intaglios by Fontana, 
for which he was paid 6000 scudi. 

* Tuscan ScuIpiorSy ii. p. 178. 

* Bossi MS. cartella vii. ; Torre, p. 60. 
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common-place, though less vicious in style than the statues of 
prophets, the bas-reliefs and the angels blo\^ng trumpets, which 
Fontana subsequently placed about the fa9ade of San Celso. He 
also cast the rich bronze gates for the 'cancellum' of this church, 
and made a statue of St. John the Evangelist,^ which fills a niche 
above the tomb of the artist whose merits are summed up in a 

Frnnccsco fulsomc epitaph.^ Among his contemporaries was Francesco Bram- 
ram i a. j^^^q^ who was loug capo macstro of the * Veneranda Fabbrica ' with 
the obligation to instruct the young sculptors in his art.* He 
occupied himself chiefly in making designs for works generally 
carried out by his pupil Andrea Biffi. Among these were the 
bronze symbols of the Evangelists and the doctors of the Church, 
which support the two pulpits in the cathedral of Milan;* the bronze 
* tempietto ' upon the high altar ; the angels which sejmrate the bas- 
reliefs about the choir; and the ornate marble console under the 
statue of Pope Pius I V.^ Pietro Antonio Daverio, who sculptured 
many statues for the exterior of the duomo, and Ruggiero Basgape 
or Bescap^ were among his scholars.* Other Milanese artists who 
flourished in the second half of this century are Lionardo,^ who made 
the statues of SS. Peter and Paul in the chapel of Cardinal Riccio 
da Montepulciano at Rome ; the brothers Jacopo and Tomaso Casi- 
gnuola, who cast the Baroque bronze statue of Pope Paul IV. for his 

Ambrogio monumcut in theCaraflu chapel at the Minerva;® Ambrogio Bifen- 
vicino, who sculptured the monument of Pope Urban VII. in the same 



Bron- 
vicino, 
died 1590. 



^ Torre, op. ciL p. 69, says it was esteemed as highly as Michel-Angelo's 
Moses, of which the head is a palpable imitation. 

' ' Amiibali Fontana Mediolanensi scnlptori summo qui vel marmora aiupents 
natura in homines mntavit, vel hominum simulacra in marmoribus spirare jussit,* 
&c., &c. 

* Martino Bassi, quoted by Bossi, MS. cit. 

* Cast by G. Battista Busca about 1599. 

^ His scholar Andrea Biffi executed many of his designs in marble, such as 
statues of S. Lucia, S. Satire, and cast two bronze angels for the high altar in the 
duomo (Franchetti, pp. 63, 78, 117; see also Vasari, xi. 274). Brambilla is buried 
in the duomo. 

* Mentioned by Morigia, Nohiltd di Milano, p. 474. The same author mentions 
Francesco Borella (p. 473) a contemporary of Brambilla. 

' Vasari, xiii. 124. 

® During the riot which broke out after the death of this pope who had treated 
the Jews with great severity, shutting them up within the limits of the Ghetto 
and forcing them to wear a yellow cap, one of this despised race climbed upon 
the monument and placed that bated badge of infamy upon the top of the Papal 
tiara (Gregorovius, op. cit, p. 220). 
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church, and bas-reliefs for the tombs of Popes Clement VIII. and 
Paul V. at Sta. Maria Maggiore, as well as the bas-relief of Christ's a.d. 1592- 
charge to Peter at St. Peter's, and a statue of St. John the 
Evangelist in the Barberini chapel at S. Andrea della Valle; and 
Giacomo Scilla Longhi,^ who carved six mediocre bas-reliefs upon 
the sarcophagus of San Silvestro in the abbey church of Nonantola, 

It remains for us to speak of sculptors from Como, Pavia, and Sculptors 
other cities and towns of the Milanese territory. Like the cathe- ck)mo. 
dral at Milan and the Certosa at Pavia, thoujsch in a much less Theduomo 

' c> at Como. 

degree, the cathedral at Como offered a field for the exercise of 
artistic talent during the second half of the fifteenth century. So 
far back as the year 1396 Duke Giovan Galeazzo permitted his 
architect Lorenzi degli Spazii to accept the invitation of the magis- 
trates of Como and take the supreme direction of the works, but the 
fa9ade was built in the latter half of the fifteenth century by Luc- a.d. 1457- 
chino da Milano, architect and sculptcJr, who is probably identical vnth j^^J^i^^^ 
the Lucchino da Cemuscolo mentioned as joint appraiser with ' II ^ Miiano. 
Gobbo ' of some marble-work executed for the Certosa by Omodeo 
and the brothers Mantegazza.^ Lucchino designed it in a trans- a.d. hts. 
ition style between Romanesque and Gothic, and incrusted its 
surface with slabs of black and white marble, divided by pilasters 
adorned with many statuettes. The lunettes of the three doors are 
filled with i-eliefs of the Adoration, the Circumcision, and the Nativity, 
the first of which is certainly by Lucchino, and remarkable in that 
the figures in the foreground are completely worked out in the 
round, while those in the background are sculptured in low relief, 
so that the efiect is like that of a scene upon the stage. But the 
greater part of the sculpture about this very elegant fa9ade is the 
work of the brothers Tommaso and Jacopo Rodari, natives of Tommaso 
Maroggia a town near Lugano, the first of whom succeeded Luc- cop© Ro- 
chino as architect of the building.^ To them we should attribute 
the five statuettes of the Madonna and saints in round-headed 
niches surmounted by Gothic canopies above the great portal, as 
well as the statuettes of bishops and saints about the windows and 
in the niches of the pilasters, and the two very ornate Renaissance 



* Campori, op, ciL p. 292. 

* Ricci, vol. ii. p. 406, and p. 4f32, note 74. 
» Calvi, op. cif, pt. i. pp. 119, 120. 
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tabernacles on either side of the central door, which contain seated 
Btatues of the two Plinys, whose effect is so picturesque that we 
feel loth to criticise their faulty proportions. The best examples 
of the skill of the brothers Rodari are the animals, birds and orna- 
ments sculptured about the sideposts of the small door on the left 
side of the duomo, which show great taste and careful study of 
nature. That they were less capable of dealing with figures than 
with ornament is shown by the feeble reliefs above the altar of 
Sta. Lucia, representing scenes from the life of our Lord, the 
Madonna with a bishop, and SS. Catherine, Peter, and Anthony.^ 
In gratitude for the pennission accorded to them to throw down a 
part of the citadel and some buildings which interfered with the 
completion of the duomo, the magistrates of Como caused the statue 
of Cecco Simonetta * who had obtained this favour fix>m the Duke 
Francesco Sforza, to be sculptured by an unknown artist and placed 
upon the fa9ade.* 
Sculptors Tommaso Lombardo the scholar of Jacopo Sansavino, was a 

gan™. native of Lugano, who lived for many years at Venice where he 
TommMo y^^is employed by his master with other pupils to decorate the fa9ade 
fi. 1647. of the library.* He worked chiefly in stucco, a material then greatly 
in favour in that part of Italy, as it was well adapted for the 
rapid production of figures intended for decorative purposes. The 
marble group of the Madonna and Child with St. John,* which he 
made for an altar in the church of St. Sebastian as a memorial 
to the Venetian infantry-general Melio da Carbona, is a close imita- 
tion of Jacopo Sansavino's group in the Loggetta della Piazza, and 

^ It is inscribed, 'Yenerabilis BartolomsBos . . . . ac ejus venerabilis nepos 
fecerant prsDsens opus per Tommaso de Roderis de Maroada, a.d. 1492.' 

* Ricci, op, ciL p. 432, note 74. 

* Como produced several native sculptors of talent in the thirteenth, fourteenth, 
and fifteenth centuries ; such as Guido da Como who made the pulpit in the church 
of S. Andrea at Pistoja which is dated 1250. In the inscription upon it he is 
spoken of as ' Sculptor laudatus qui doctus in arte probatus.' The work is 
interesting as it enables us to estimate the great advance of Niccola Pisano beyond 
his contemporaries in the pulpits which he made a few years later for Pisa and 
Siena. In the same century Maestro Giacomo Portata da Como (Jacobus 
Portata de Cumis) commenced the portal of the cathedral at Cremona, a.d. 
1274. Battista da Como (1458) and Domenego (1456-1473) worked as taglia- 
pietri at the cathedral of Ferrai^. Giovanni the father of Battista was a sculptor 
from Como (1453). 

^ Lomazzo, op. clt. iii. 298 ; Vasari, xiii. 97 ; Bossi, cartella ix. 

* Solvatico, op. n't. 313. 
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both mannered, heavy, and corrupt in style, whil.e his statuette of 
St. Jerome m the same church is poor in conceptipn and tunid in 
action* A few other artists from Lugano flourished in the preced- 
ing century, one of whom named Piero worked at Ferrara,^ and a.d. i466. 
two others, Giacomo Benvenuti and Stefano de Lugano,^ were a.d. hqs. 
attached to the cathedral at Milan. Maestro Galeazzo de Lugano 
was employed under Maestro Giovanni Minello to carve capitals, 
architraves, &c., &c., for the chapel of the titular saint in the 
church of Sant' Antonio at Padua,* together with an artist from a.d. 1500- 

1602. 

Saronno named Alessandro, who sculptured rosettes. Medusa heads, a.d. 1602- 
dolphins, bases and pilasters.* 

A Maestro Amadeo of Bergamo (not to be confounded with his Sculptors 
great namesake who lived more tlian a century later) sculptured gamo. 
a red marble sarcophagus to contain the bones of Pietro da Suz- m. 1327. 
zara, an eminent professor of jurisprudence at Reggio; one of its 
rudely-worked bas-reliefs representing the man of law instructing 
his scholars, is presei'ved in the *Museo Lapidario' at Modena.^ 
Another artist from Bergamo named Pietro, worked at Ferrara in i.d. 1661. 
the sixteenth century, and made the doors of the church of the 
Annunziata at Naples, which were adorned with subjects in * mezzo- 
rilievo.' ^ Giovanni Castello, called II Bergamasco, who was archi- 
tect, sculptor, and painter, sculptured the clumsy ilWraped statue 
of Hope in the Lercaro chapel in the cathedral at Genoa. He spent 
several years of his life in Spain, and died at Madrid.^ Pietro a.d.i679. 
di Bonomo de' Maffeis, who carved many animals in wood about a.d.i5?6. 
the choir of Sta. Maria Maggiore at Bergamo, was also a native of 
that city. 

At Cremona we know of no native sculptors before the fifteenth Scuiptom 

from Cr6* 

century, during the second half of which flourished Giovanni Gaspare mona. 
Pedoni, whom Vasari^ styles * finissimo lavoratore di manno,' as he tiwo!*^^ 

* Cittadella, op. cit, p. 52, note. 

* Bossi, MS. cartella iv. 

* Gk>nzatti, La Bcmlica di 8, Antonio , doc. 87, vol. i. 

* Ibid. vol. i. p. 160, and doc. 87, p. xcvi. 

* Campori, op, cit, p. 63. 

* These doors were taken down when the church waa rebuilt in 1640 (see 
Ouida degli ScienzicUi, i. 410). Bossi, MS. cartella x., says that this Pietro was 
the master of (Hovanni da Nola. 

Soprani, Arch, 8c, e Pitt, Genovesiy i. 402, says he came to Genoa when very 
young. See also Tassi, op. cit, i. 156, 158. 
« Vol. xi. p. 262. 

y 
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indeed showed himself in the trophies, arms, helmets, candelabra, 
medallions, &o. &c. which he sculptured about the Renaissance 
doorway of the great hall of the municipal palace at Cremona. The 
poorly-draped figures of Justice and Temperance, and the small 
reliefs of the labours of Hercules upon its side-posts show that his 
* forte ' lay in figure-sculpture rather than in ornament, as is further 

Dat«d proved by the masterly decorations in relief of the fire-place in an 

**^" adjoining room.^ As they show no trace of Omodeo's style it is 
evident that Pedoili was not one of the Cremonese sculptors who 
came within his influence, unlike his fellow-citizens Gio. Battista 
Malojo,* and Geremtai* both of whom have been named as the 
sculptors of the sarcophagus of SS. Pietro and Marcellino in the 
duomo. No authentic eculpture by these artists is known, but as 
the work in question is evidently by Omodeo, we may suppose that 

A.D. 1 495. they were his scholars and assistants. Tommaso Amici and Francesco 
Majo* sculptured the ancona over the altai* of St. Nicholas in the 
duomo. The figures in its three niches are simply composed, and 
draped in broadly-disposed folds* The stalls in the choir were carved 

A.D. 1490. by Giovanni Maria Platina.* Tommaso Malvito* was employed at 

A.D. 1604. Naples to sculpture the statue of the Cardinal Oliviero Carafia in 
the crypt of the duomo. The heavily-draped figure kneels with 
raised head and clasped hands before a prie-dieu, upon which lie 
his cap and missal. The style of the work is bad, and the execution 
coarse. The half-figures of apostles and saints in the panels of the 
ceiling by the same artist, are tome and uninteresting. Among the 
few remaining Cremonese sculptors kno^vn to us are Cristoforo 

A D. 1633- Pedoni,^ probably the son of Giovan Gaspare, who sculptured the 
Area di Sant' Arcaldo in the crypt of the cathedral at Cremona; 

A.D. 1622. the brothers Jacobus and Galeatino de' Cambi who worked at 

' From the inscription npon it, * Jo. Gkspare di Lngano 1499/ it wonld seem 
that the family of this artist originated at Lmgano. 

' Yasart, xi. 261, mentions him as a bronze- worker and scholar of Bnmelleechi. 
Zaist, p. 31, says that he knows no works by this sculptor. Cicognarai ai. 184, 
says he is the supposed author of many anonymous works at Venice. 

' Mentioned by Filarete in his MS. treatise as an excellent brouEe-caster. 

^ Cioognara, iL 186, mentions them as Cremonese. Corsi, Ouida di Cremona^ 
p. 32. 

» Conte d' Arco, pp. 17, 18. 

« Tttssi, i. 71 ; Schultz, DenkmcUer, Ac. iii. 34. Lubke, Geschichie der PlasHk, 
i. 515, says Malvito was a native of Como. 

^ Zaist, op. cit i. 33. 



Bergamo; andthebrothersCampi, one of whom, Bernardino, painted i-D.ieso. 
frescoes in the cTiurch of St. Sigismond near Cremona. 

From Pavia, whose one great sculptor, Giovanni Antonio Scniptow 
Omodeo, haft been amply discussed in these paj^es, came Pietro de 
Pavia, who sculptured the life-size statue in fig-tree wood of Christ 
bound to the column, for the chureh of San Giovanid a Monte at 
Bologna,' a work which resembles Michel-Angelo in pose and 
general character, and shows careful study of anatomy. The head 
■ is expressive, and the coloured eyes and lips give the face a very 
living look. One of Pietro's contemporaries and fellow-townsmen, 
named Simon,* was employed in company with a Maestro Giovanni 
Simone de Germane to make a magnificent anconit of gilded bronze 
for the confraternity of Sta. Maria della Miseiicordia at Bergamo, 
with niches, cornices, and columns and figures of chiselled silver 
two feet in height.' He cannot however have lived to complete it, 
as towards the end of the centuiy the Confratemita is known to 
have made search for some one competent to do so. 

' Goalandi, Oiiida di Bologna, p. 79 ; aod Mem. delle Belle Arli, serie ii. p. 196, 
note to the Appendix. 

* Lomozzo, op. cit. iii. 298, mentions Tibnrzio and Angelo Main! from Pavia as 
sculptors of this period. L'Anoiiimo, p. 48, with Morelli's not« 85. 

* Tassi, FUt. 8c. Bergavuuchi, i. 68, quotes a docament to prove that it was 
designed by Giovanni Belli of Bergamo. 
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CHAPTER V. 

VENICE. 

' Sant moenia hojus g^ntis . . . 
Circnmsepta mare, nee ab addibos alter ad ledes 
Alterius transire potest, nisi lintra vehatur.* 

G. Appnlns. De NormannU. 

^7**°^ A F-^^ stronger feeling for colour than for form was developed 
for colour Xx in the Venetians by the peculiar situation of their city, and 

over form. ... 

by their early commercial relations with the East. The sea around 
them, the sky with its shifting clouds above their heads, and the 
distant mountains which bounded their horizon, objects beautiful 
in colour but uncertain in form, aided this development, which 
was also fostered by the marbles and stuffs of various hues brought 
in merchant ships from distant countries. When we look around 
us at Venice we see colour expressed in every object which meets 
the eye. St. Mark's with its marbles and mosaics is ablaze with it; 
the Ducal Palace is toned like the inside of a sea-shell ; the fa9ade8 
of the stately buildings which line the Grand Canal are variegated 
with disks of serpentine and porphyry ; the sails of the fishing-boats 
Aary in tint from a golden yellow to a deep amber ; the water in the 
side canals, which as we emerge from them into the Giudecca or 
the Lagoon expands into the broad sea, is as blue as those long 
strips of sky between the black chimney- tops, which in like manner 
widen out into the measureless heavens. Seen from afar through 
the early morning haze Venice looks like some * vaporous amethyst,' 
and at sunset, when the flaming heavens above her are reflected 
in the smooth waters, her towers and palaces grow grey upon a 
pavement of fire, like ashes resting upon glowing embers. City 
and sky and sea are then all visionary, all indistinct in outline, 
and we feel why a great school of colourists rather than a great 
school of sculptors grew up at Venice. Venetian sculpture was 
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always strictly decorative, and the artists who practised it were character 
rather marble-workers than sculptors, men skilful in carving sta- tureat" 

XT 

tuettes and arabesques, but incapable of raising their art out of its ®"*^" 
Mediaeval dependence upon architecture. It consists of statuettes Subordi- 

• • •• 1. nation of 

made for the purpose of producing variety of line m an edifice, sculpture 
by the contrast between their varied outlines and draperies and tectureat 
its architectural forms; of bas-reliefs and sepulchral effigies as *°^^' 
parts of tombs; of columns, capitals, friezes, cornices, and other 
architectural accessories ; and of arabesques to adorn pilasters and 
architraves. Thus closely connected with architecture, it may be 
classed with it under the head of Gothic, Renaissance, and Ba- DiTisionof 
roque, the three styles which successively prevailed between the intoatyies, 
beginning of the fourteenth and the end of the sixteenth cen- gponding 
tury, and all the leading sculptors during these three hundred JJardbt 
years were eminent as architects. Filippo Calendario, the Mas- *^'^- 
segne, and the Bons, represent the Gothic style ; Andrea Rizzo, the li^o. 
Lombardi, and Leopardi, the Renaissance, and Alessandro Vit- iL.x>. i46o- 
toria with his followers the Baroque style into which it degenerated. 
These men gave to their works that unity which is in itself a very 
high excellence, and one that can hardly be attained unless the 
architect possess such a knowledge of the decorative arts, as will 
enable him to conceive the ornamental accessories of a building with 
direct reference to the place which they are to occupy. Sometimes, 
however, a building has grown up slowly like a forest tree, gradually 
accumulating about it the styles, the spoils and trophies of cen- 
turies, and so absorbing them into itself that the general harmony 
is not disturbed. Nowhere can a more striking example of this 
be found than the basilica of St. Mark's, where Oriental cupolas, st. Mark's 
Roman arches, Grecian horses, mosaics of all styles and periods, nious 
Byzantine Madonnas, Gothic and Renaissance tombs are fused ®*p*^®'^' 



incon- 



together into an admirable whole, and to one conversant with the KeSte. 
origin and growth of Venice, the building is a chronicle in which Historical 
the great events of the past are recorded in marble and mosaic and of sT^' 
bronze. The Roman arches and antique columns with their Corin- ^***"- 
thian capitals tell of Aquileja and Heraclea and Altina, from which 
they were brought by the founders of Venice. The bronze horses ^ 



* Probably cast in the island of Chios, whence the Emperor Theodosins con- 
veyed them to Constantinople to adorn the Hippodrome. 
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3 1st doge. 
AJ>. 1071- 
1085. 



Legend 
connected 
with the 
eariy his- 
tory of 
Venice. 



A.D. 452. 
A.D. 641. 



r^cal the fiwt that the Venetians of the mainland were renowned 
as horse-breeders among the Greeks,^ and that their name was given 
to one of the factions of the Hippodrome in honour of their skill as 
charioteers and horsemen ; * and also witness to the military glory 
of MedisBval Venice, since they were saved from destruction when 
Constantinople was sacked, and brought home by the Venetian 
podestk Marino Zeno. The marbles and precious stones with 
which the walls are incrusted, recal the provident law enacted by 
the doge Domenico Selvo, which obliged every ship returning from 
the East to bring materials for their decoration; and the many 
mosaics which represent scenes in Venetian history can be easily 
read by those who look upon them. 

The very birds that circle in ceaseless flight about the roofs and 
cupolas and pinnacles of St. Mark's bring back to the mind a legend 
connected with those emigrations of the ' Veneti primi ' from the 
mainland to the islands of the Lagoon by which the Republic was 
gradually constituted. Two hundred years after the invasion of 
Attila had driven many of the inhabitants of Aquileja and Altina 
from their homes, the province was desolated by the Lombards. 
The Altinese alarmed at their approach anxiously deliberated 

* 

whether they should remain to face this * Australis plaga,' or seek 
safety in flight, when they beheld vast flocks of birds with their 
fledglings in their beaks take flight from the city walls and towers, 
and direct their course seaward.^ Regarding this as a sign from 
heaven some departed to Ravenna, some to Pentapolis, and others 
to Istria, leaving behind them a band of devout persons, who in 
order to obtain a more direct manifestation of the will of heaven 
determined to fast and pray for three days, according to the advice 
of their bishop Paulus.* At the end of that time they heard a voice 
like thunder, saying, * Ascend into the city tower and look at the 



* ^art Kal orofia iv roic "EXXiy^-c ytyivOat rUc 'ErfriJc^c irwXiiac *^o\ woXvy \p6yor 
ivioKififj^ai TO yfVof. — Strabo, lib. V'. cb. i. p. 4. 

' ' Yenetam antem factionem appellavit qnod ex Yeneta provinoia Boime sub- 
ject a,' Ac. — Job. Malaise, Cbr. ap. Bizant 

• Cbr. Yen. : * qnod Altinate nnncapatnr ' (pnb. dall* Ab. Ant. Rossi, Arch, 8L It 
torn. viii. lib. ii. p. 54, disp. xiv.). Tbis cbronicle was written by Martino da 
Canale about a.d. 1210. 

^ Paulns Bisbop of Altina migrated witb bis flock, tbeir relics, and treasure to 
Torcello and tbe neigbbouring islands a.d. 640 {Chron. Dane!, p. 115 B, commentary 
to lib. ii. p. 27). 
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Btars.' They beheld a vision of boats and ships and islands, and 
taking this as an indication that their course should be directed 
seaward, they removed their most precious possessions to the Island 
of Torcello, where since the days of the Romans many wealthy ^^^^ 
Venetians had possessed villas and gardens, and where many of ^^' 
their countrymen had taken refuge two'centuries before when driven 
from their homes by the Huns. As their flight had been deliberately MaterUdj 
planned the fugitives took with them money, tools, and building ing, &e. 
materials, and were thus enabled to build churches and other edifices, fy^thB 
for whoce decoration they obtained an almost inexhaustible supply "**" 
of sculptured marbles from Heraclea, Aquileja, Altina, and other 
deserted cities of the mainland.^ Many such transplanted frag- 
ments consisting of antique capitals and columns, and of early 
Christian slabs sculptured with peacocks, (see Plate XX. No. 2,) 
lions, crosses, and vines in flat surfaced low relief, may be seen at 
St. Mark's and about the cancellum, the cattedra, and the ambo in 
the duomo at Torcello.^ This building was founded by the bishop 
Paulus who headed the fugitives from Altina, together with the 
baptistry, for which he ct^used a font to be ihade, which was fed 
with water ever running from the mouths of brazen animals.* This 
font no longer exists, nor, with the exception of the marbles already 
mentioned as brought from the mainland cities, is there any sculp- 
ture in the duomo at Torcello earlier than the present font, which sooipum 
was probably sculptured as late as the ninth century. The four ^^^® ^^ 
capriciously-ira^ned monsters on the outside of its marble basin, TorceUo. 



1 'Molti scnltnre e marmi si riccmoscoHO trasportati da Altina.' — Storia di 
Venezia^ da Bomanin, i. 41. The oontdnuator of the Oronaca AltiHate says that 
the citizens of Oderzo ' totam petram dehinc abstnlenint.' 

' The Marchese Selvatico (op. cit, pp. 13, 14) thinks that the duomo at 
Torcello is the original building built in the seventh century and partially re- 
stored in 1008. The words of Sagominus (Chr, Ven. p. 41, Venetiis 1765)^ 
' Ecclesiam jam yetustate consumptam recreare,' have caused some Venetian 
antiquaries to suppose that it was entirely rebuilt. The chronicler's description 
of the original building as 'Mirabilem habentem claritatem' {Oronaca AUmaiey 
lib. u. p. 56 ; Arch, 8t. It, vol. viiL) agrees perfectly with the luminousness of 
the existing edifice. Buskin, Stones of Venice, ii. 18, after noticing this abundance 
of light as compared with the gloom of contemporary basilicas elsewhere, in hie 
wonted vein of poetry dilates upon the necessity which the heart-stricken fbgitives 
felt for the cheering influence of sunshine. * There was fear and depression upon 
them enough, without a material gloom.' 

' ' Et foris in fontem expuere per becos bcstiarum figures que erant aeneie .... 
quiB et ipse [Paulus] fecit.' — Chr, Band. p. 59. 
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and the human figures grouped around the short column upon 
which it stands, are sculptured with the extreme rudeness which 
characterises work of that period, and which was not modified until 
after the tenth century, when some slight amelioration took place in 
the sculpture of figures; draperies were better arranged, and hands 
and feet fashioned a little moi'e like nature. 
EorW ex- The character of early Venetian sculpture, which in type and 

amples of , *^.., 

■cuiptur* treatment of subject resembles the early Christian in other parts 
of Italy, is illustrated among other examples by the cathedra in 
the treasury of St. Mark's, a work of only the tenth or even 
of the eleventh century, although it lays traditional claim to an 
origin of far higher antiquity.^ The mystic lamb standing upon 
the mountain out of which flow four rivers, the olive branch of 
peace and the cross, are represented upon the slab which forms 
its back, and the symbols of the four Evangelists surrounded by 
the six wings of the cherubim, upon its sides.^ Other contem- 
porary marbles in and about the basilica, carved in the same rude 
style, show us that Venetian sculptors at the end of the tenth and 
Want of the beginning of the eleventh century, were men of little educa- 
tors in the tiou in their art, and we know that they and their brother architects 
iithcen- were either very few in number or very lightly esteemed, since the 
tuncfl. j^g^ Pietro Orseolo procured artists from Constantinople to rebuild 
A.D.976. St. Mark's, which had been burnt down during the reign of his 

tyrannical predecessor Candiano IV. 

Venice The remark 'that the history of the human race might be 

monu- written by the aid of tombs ' is peculiarly applicable to that of the 

^^^^' Venetians, whose city is so rich in these memorials of the dead. 

Through them we not only learn the names of her doges, great 

captains, and eminent men, but in the early simplicity, the increasing 

splendour, and the ultimate extravagance of their monuments, 

discover the causes of the primitive strength and the later weak- 



^ Venetian chronicles state tliat St. Mark sat upon this cathedra ; that it was 
bi*ought from Alexandria to Constantinople by the Empress Helena, and thenoe 
sent by the Emperor Heraclins as a present to Primigenius, Patriarch of Qrado, 
who wished to keep np amicable relations with the Venetians, and at the same 
time to avoid engaging in a war with the Lombards to recover the treasury of 
Grado which had been carried off by Fortunatus, Patriarch of Aquileja. 

' This apocalyptic mode of representation is rare in Christian monuments 
^Selvatico, oj), cit. p. ^i). 



VENICE. 109 

ness of the Republic, while at the same time we gain a knowledge 
of the rise, development, and decadence of her schools of archi- 
tecture and sculpture. 

The custom of burying illustrious persons in Roman or early ^^riy «. 
Christian sarcophagi prevailed until the fourteenth century. Vitale ^'s^ of old 
Faliero, for instance, lies in the atrium of St. Mark's, to the right phagi. 
of the great portal, in a sarcophagus decorated with shapeless f]^,IJjoa^^ 
octagonal columns. Had Venice had any fitter resting-place for ^^^^' 
this doge, in whose reign occurred the miraculous recovery of the 
body of St. Mark' and the visit of the Emperor Henry IV.,^ she 
would not thus have buried him in a tomb made up of old frag- 
ments. In a similar sarcophagus on the other side of the great 
portal lies the wife of Vitale Michieli who ruled the Republic at ^•^- ^^^- 
the time of the first crusade, in which Venice co-operated but coldly, 
fearing that it would interfere Tvath her commerce with the East; 
the fleet she sent to Syria was employed in fighting with the Pisans 
off Smyrna for possession of the bodies of SS. Teodoro and NiccohN, 
and in plundering the richly laden Genoese ships in their homeward 
voyage.* Another doge, Marino Morosini, whose short and un- aj>i249- 
eventful reign is summed up by Maestro Martino da Canale in the 
words, * fu s\ grazioso ch' egli us6 sua vita in pace, ne nulla os6 
assalire di guerra,'* also lies in the atrium of St. Mark's in an 
old Christian sarcophagus, sculptured with rude figures of Christ 
and the apostles, angels beaiing censers, and ornate crosses. We 
cannot say why this doge was not rather buried at San Salvatoie^ 
where he had built a chapel, and made a tomb for himself adorned 
with mosaics, which represented him kneeling before the Saviour 
between two of the officers whose business it was to see that the 
public peace was not disturbed during the night.^ His immediate 



> The body of St. Mark disappeared wlion tlie basilica was bamt in 976. 

' A medal was struck under Vitale Faliero to commemorate these events. On 
one side of it was inscribed, * Henr. IV. Imp. Venecia,' and on the reverse, * Invent. 
Corp. S. Ma. mlxxxxiv.' (Fasc. 82, Storia dei Bogiy 2nd ed. Venezia 1859 ; and 
Bomanin, op. cvt. i. 326, 383.) 

' Michaud, Hist des CroisadeSy does not mention the Venetians as concerned in 
the first crusade. Cant^ Storia degli Kaliani, ii. 278, says they gave unwilh'ng 
aid, being influenced by selfish motives. Romanin, p. 14, note 1, considers this 
accusation unjust. 

* Gronaca Veneta, ArcJi, St. It, viii. 417. 

* Stotna dei Bogiy vol. ii. 

Z 
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43rd doge, 
A.D. 1229- 
1249. 

46th doge, 
A.T>. 1268- 
1275. 

Causes 
and ex- 
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Byzantine 
influence 
at Venice. 



A.i>. 1125. 



predecessor, Jacopo Tiepolo,^ and his grandson the doge Lorenzo, 
were buried in massive sarcophagi on the fa9ade of San Giovanni e 
Paolo, which are simply decorated with angels bearing censers, and 
with birds with crosses like crests upon their heads. 

Their commercial relations with the East, which brought the 
Venetians under Byzantine influences, shaped the national taste in 
art until the thirteenth century. The capitals of many of the 
columns of St. Mark's, the general character of the building, and the 
numerous Byzantine Madonnas upon its walls, are all proofs of this, 
and of the presence of Greek artists at Venice, while its central 
bronze door^ shows how closely the Italian artist followed the Greek 
type, since were it not for the Latin inscriptions and saints upon its 
panels, we should suppose that it had been cast at Constantinople.^ 
The Scripture bas-reliefs carved upon the marble columns of the 
ciborium,^ and a bas-relief in the baptistry representing the Baptism 
of our Lord, show us that in the thirteenth century a rude but 
national style was beginning to replace Byzantine rigidity and 
formalism. The little figures at the base of the colunms in the 
Piazzetta also indicate this, as well as that inclination to select 
subjects for art representation from the life of the people, which 
afterwards found its full expression in the capitals of the columns 
of the Du(!al Palace. These figures were sculptured by a Lombard 
artist named Nicol6, who was sumamed Barattieri, because he 
was allowed to establish public games of chance between the 
columns, as a reward for his skill in raising them from the 
ground, where they had lain since the Doge Domenico Michieli 
brought them from the Holy Land.^ This Nicol6 di Barattieri, a 



' See the legend of the vision of this doge in the third volume of the Stones of 
Venice by J. Ruskin. In the year 1237, when Pope Gregory IX. published a new 
crusade, the Eastern Emperor GKovanni Vataces negotiated a loan of 200,000 francs 
with some Venetian merchants, and gave the veritable Crown of Thorns in pledge 
of payment. Unable to pay the sum when due, the crown would have been taken 
to Venice at the demand of a Venetian merchant named Nicol6 Guarini, had not 
St. Louis of France advanced the sum and carried the precious relic to Paris where 
he built the Ste. Chapelle for its safe keeping (^Stona dei Dogi, op. cU. vol. ii.). 

* This door was made by order of the procurator of St. Mark's, Leone di 
Molino, in the year 1112. 

* The door to the right is a real Byzantine work brought from Constantinople 
in the year 1204. 

* See introductory chapter to Tuscan Sculptors, p. liii. 

* Selvatico, op. cit. pp. *77y 78. 
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Maestro Donate,^ and the Joannes di Venetia who carved the attri- Venetian 
butes of the Evangelists above the door of Sta. Maria in Cosmedin Jnor to* 
at Rome, are the only Venetian artists known to us before the four- J^nturj!! 
teenth century. Up to that time, as we have already had occasion 
to remark, the few native sculptors were employed in adapting old 
fi'agments to new uses, and it was not until the supply of carved 
stone began to fail, and the necessity of having sculptors competent 
to meet the demand for it was consequently felt, that Italian sculp- 
tors multiplied and improved. The introduction of the Gothic 8t}'le a.d. 1300. 
of architecture helped to bring about this change, as the Greeks, 
who on account of their superior skill and acquaintance with the 
exigences of the old style had been hitherto employed, were incom- 
petent to deal with the new. Thus vnth the adoption of these 
forms of architecture, of which sculpture formed an integral part, 
the art may be said to have firet taken root at Venice. 

Among the early sculptors of this period are Bertuccius, who Bertuccius, 
cast the external bronze gates of St. Mark's;^ Marcus Venetus, who j^arous 
rudely carved several figures of saints upon the capital of a column ^®°®,^3jjv 
which supports an angle of the cloisters of San Matteo at Genoa ; and 
the anonymous sculptor and painter whom the Podesti of Murano, a.d. 1310. 
Messer Donato Memo, employed to make an ancona of wood for the Anconn in 
altar of the duomo at Murano, as a votive ofifering at the shrine of ItJiumno. 
his patron San Donato.^ This very mediocre work, which is in low 
relief and both painted and gilded, represents the saint of colossal size, 
dressed in episcopal robes, with a mitre on his head, and a book and 
crozier in either hand. Diminutive figures of the donator and his 

wife are painted kneeling at his feet.* The bones of San Donato, San Do- 
nato. 

' Mo. Donato, So. Yeneziano. ' Hoc opus fecit Donatus Magister S. Marei de 
Venetiis a.d. 1276.' * Donatus Magister S. Marei de Venecia a.d. mcglxxyu. Hoc 
opus fiic' or fee. Zani, Enc. Met, vii. 401, quotes these inscriptions without 
mentioning to what works they refer. 

* Selvatico, op, cit, p. 85, states his opinion that Bertuccius sculptured a bas- 
relief of San Leonardo which exists upon the wall of St. Mark's towards the 
Piazzetta dei Leoni. 

' ' Gorrendo HCGCX. Indicione Yiii. in tempo che lo nobil homo Misier Donato 
Memo honoranda Podesta di Murano, facta fu questa ancona da Misier San Donate.' 

^ Such extreme difference in size between the saint and his worshippers, 
seen also in bas-reliefs of the 'Madonna della Misericordia,' is met with in Greek 
votive bas-relie&, between gods and men. Dr. Friederichs {Bauateine zur Qeschkhte 
der gr. rom, Plastik, p. 213) says, in the absence of an inscription, it is the surest 
mark of a votive relief. 

I 2 
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IJishop of Epirus, who was famed for his miraculous powers, were 
A.D. 1126. brought by the Venetians from Cephalonia, after they had taken 
possession of that island during an expedition conducted by the doge 
Domenico Micheli against the Emperor of Constantinople. Tradition 
hath it that their authenticity was fully established in the same way 
as that of the bones of St. Mark at Alexandria, by a delicious perfume 
which issued from the sarcophagus when it was broken open,^ ' un 
oudor si grant et si pleisant, que ce totes les espices dou monde fus- 
sent en Alissandre, fust il aces sofisant chose.' Another anonymous 
sculptor made the rude Madonna della Misericordia above the Ponte 
del Paradiso at Venice, which is surmounted by a Gothic arch of 
great elegance and exquisite lightness. 

The bas-reliefs of the second half of the century show but 

little improvement. Take for instance that sculptured by Arduinus 

ArUinus Tajapicra at the entrance to the cloister of the Carmine church, 

floimJhcd which represents a Madonna with staring eyes and stolid face, 

seated beneath a Gothic arch supported upon twisted columns, 

holding an almost shapeless Christ-child upon her knees^ (see Plate 

AnoDym- XX. 3); or that of the Madonna and Child with angels, and sup- 



1340. 



ous 



works, pliants,' and figures in relief of SS. Leonard and Christopher * near 

a!d.i344. the entrance to the Academia;^ or a Madonna della Misericordia at 

Sta. Maria deir Orto.* Who would suppose that these works were 

j)06terior to those of Andrea Pisano, and contemporary with those of 

Orgagna in Tuscany ? If they really represent Venetian sculpture 



' Cronaca di M** Martino da CanaJe, viii. 288, Arch, 8L It 

* * MCCCXL. mensis Octubris Arduin Tajapiera fecnt.* It seems hardly probable 
that this Arduinus is identical with the architect of the same name who built the 
basilica of San Petronio at Bologna a.d. 1390. Temanza, op. cit p. 363, nota A, 
says he has no proofs to oflfer of the fact. Cicognara, i. 242 (ed. in-folio), says 
that Antonio Vincenzi or di Vincenzo (who is mentioned by Gualandi, Ouida di 
Bologita^ p. xi. as the architect of San Petronio) was a Bolognese magistrate, 
ambassador to Venice in 1396, and that he probably superintended Arduinus 
Venetus in his architectural labours. He cites a notice to this effect found in the 
papers of Palladio by Algarotti. 

' * In lo tempo di M. Marcho Zulia fti fato questo lavorier.' 

* * Fu fato questo lavorier al onor di Dio e de la Vergine Maria e del glorioso 
Chonfessor M. San Leonardo e in memoria de tutti che in lo santo di fo chomensada 
e creada.' — St Santa Fratemitatc e Schuola. 

* The Scuola della Cariti (now the Academia) was the first of the six con- 
fraternities instituted for charitable purposes at Venice a.d. 1260, under the pro- 
tection of San Lionardo (Sansavino, Venezia Dcscritta, p. 281). 

« Zanotto, Gnlda di Venezia, p. 321. 
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during the fourteenth century it is indeed hardly worth examination, 
but if, as we believe, the ducal palace sculptures were wholly planned 
and partially executed by Filippo Calendario, the most eminent archi- 
tect and sculptor of his time, and not, as some eminent critics hare 
laboured to prove, by Bartolomeo and Giovanni Bon nearly a hundred 
years later, then no period of its history is so interesting, for these 
marbles form the most perfect scheme of decoration adapted to any 
modem building. But who was Calendario ? The answer to this FiUppo 

... . TT Calen- 

question contains in itself proof of his great powers. He was a man dano. 
who from the condition of a sailor or shipbuilder at the fortress of 
Murano, raised himself to be capo-maestro of the ducal palace, and 
superintendent of public works,^ and who was consulted by the senate 
in all matters connected with the restoration and decoration of city 
edifices. How he acquired the education necessary to enable him to 
fill such important posts is a mystery, but certain affinities of style 
between the compositions sculptured upon the capitals of the ducal 
palace and those which fill the panels of the gate of the baptistry at 
Florence, lead us to believe that Calendario was brought into con- a.d.j289- 
tact with Andrea Pisano,^ and received from him lessons which bore 
their fruit in works far superior to all others of the pre-Rcnaissance 
Venetian school. 

Every chUd knows the history of Marino Faliero, how that pas- The con- 
sionate, ambitious old man, irritated against the nobles by some real Marino 
or fancied insult,^ organised a conspiracy against the Republic within * ^^' 



' Cadorin, Pareri di XV Archiietti^ at p. 122 quotes a document to prove 
tluB from Egnazio, Be Exemp, lU, Vir, VenetcBy lib. viii. p. 275, Yenezia 1554 : 
* Era molto valent* uomo di tagliapietra, e molto amato ed onorato dalla Signoria, 
e per buon intelletto e per buoni consigli che a lei egli dava uell* edificare palazzi e 
torri.' Sabellico says ' che era scultore ed architetto in que' tempi nobile,* <fcc. 
(vide Bicci, op, cit. ii. 333). At p. 161, note x. Cadorin, mention is made of a 
MS. codicil in the Museo Correr at Venice entitled Congiura Falter , in v. 175, in 
which the following passage occurs : ' Filippo Scalandico (vuol dir Calendario) 
e suo fil, si dice che costoro erano soul tori eccellentissimi, e che questi ebbono fatte 
tutte le figure antiche del Palazzo Ducale che sopra delle merli si vedono.' 

* Vasari, vol. ii. p. 37, nota 2. See Tusccm Sculptors^ vol. i. ch. iii. pp. 63, 64. 

' The immediate cause of this determination is given in the apocryphal story of 
the public insult offered to the doge's young wife Donna Ludovica Gradenigo. 
This story is not mentioned by the oldest and best chroniclers, nor is Steno spoken 
of by his contemporaries Carosini, Trevisan and de Monacis, or in the unedited 
chronicles of Ant. Morosini or Pietro Dolfin. They speak of ouvrages offered to 
the doge by a company of young nobles of whom Stcno may have been one. 
(Romanin, Sloria Doc, di Venezia, iii. 182.) 
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a year of his accession to the ducal throne, and liow the suspicions of 
the Council of Ten were roused by the warning given by one of the 
April 15, conspirators, named Beltrame, to the patrician Nicol6 Lioni; how 
the plot was discovered on the very eve of its execution, and the doge 
degraded and decapitated on the steps of his palace ; ^ but it may be 
new to some of my readers, that among the Venetians who shared his 
fate was his relative and friend Filippo Calendario, who was seized in 
his house at San Severo, brought with his son Niccoletto, his father- 
in-law Bertuccio Israello,^ and others before the Council, and after 
Calendario sentence of death had been pronounced against him was gagged, and 
death. hung from the red columns of the balcony of the ducal palace.^ We 
do not know Calendario's age when he underwent this shameful 
death, but we may suppose that he was older than his century, if it 
be true that in 1327 he had already attained such reputation as an 
architect, that the senate considered him worthy to complete the 
arsenal, which is generally supposed to have been designed by 
Andrea Pisano some twenty years earlier. It was found necessary 
about the same time to reconstruct the old palace of the Doges,* and 
designs for the purpose were furnished by Pietro Basseggio the ' Pro- 
Examina- tomastro.'^ The design then was certainly given by an architect of 
probabiii-^ the fourteenth century, the friend and associate of Calendario and 
faToI^of *^^ father of his son Nicol6's wife, who dying left him executor 



Calendario 
being the 



' The words * non scribatur ' in the original records of the Council of Ten show 
their feelings as to the enormity of the doge*s crime, as does the black veil painted 
over his portrait with the inscription, ' Hie est locus Marini Faletro decapitato 
pro criminibus.' 

* Calendario's wife was Maria, daughter of Bertuccio Israello. The Crouaca 
Savina says : * Li sedesi [sic] capi della congiura furono Bertuccio Israello patron 
de nave de San Trovaso ; Filippo Calendario suo genero e San Severo.* — Cadorin, 
Appendix. 

* From remote times the * due Colonne Rosse * designated a part of the external 
gallery of the ducal palace destined for the execution of criminals of rank or 
patricians. Tbe * Colonne Rosse delle balconate del Palazzo * from which, 
according to Sanudo, Calendario and his accomplices were hung, were probably 
situated in the ancient wing of the old palace facing the piazzetta, which was rebuilt 
after 1424. Tbe present * red columns ' may perhaps be the same, transported 
from their original site and made uniform with the new series wbich were con- 
tinued along the same piazzetta after 1424, *8ul tij^o del Calendario medesivio* {Storia 
del Dogi di Venezia). 

* Cadorin, op, cit. and Selvatico, p. 108. 

* Cadorin says that Calendario was citl.cr the pi'cdeccKsor or associate of 
Basseggio. 
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of his will, and whom he succeeded in his office.^ Now as it is ^^l^* ^^<> 

^ designed 

nowhere mentioned that Basseggio was anything but an architect, the scuip- 
we may fairly suppose that he left the planning and execution of its the ducai 
decorations to Calendario, who was also a sculptor. If ihe date in 
Arabic characters, sculptured upon the twentieth capital,^ counting 
from the comer of the palace near the ' Ponte della Paglia,' be cor- 
rectly read, the series of supporting columns was thus far finished 
eleven years before Calendario's death. Sixty-seven years later the a.d. nu, 
doge Tomaso Mocenigo braved the penalty of a thousand ducats, a.d. 1422. 
which was imposed by law upon any person w^ho should advise its 
reconstruction, and induced the Signory to order that the fe9ades 
should be rebuilt and the palace restored, in accordance (says the 
edict) with the original designs of Pietro Basseggio. The unbe- 
lievers in the claims of Calendario say that this decree was literally 
carried out under successive doo^es by Giovanni and Bartolomeo Bon. a.d. 1424- 

1461 

It is well known that very important works were undertaken about 
the palace while Bartolomeo was its head architect, but the com- 
plete dissimilarity of style between the sculptures of the Porta della 
Carta and those of the ducal palace lead to the belief, that moved by a 
creditable desire not to disturb the harmony of the building by the 
introduction of elements in a different style, he limited himself to the 
task of copying old capitals to complete the series, and employed old 
materials as much as possible. This explains why several of the 
capitals on the Piazzetta are repetitions of others on the Rio, for one 
can hardly accept the theory, that the rich powers of invention shown 
in the Rio capitals had so far failed when the artist was near the end 
of his work, that he was obliged to repeat himself. The unity of Unity of 
aim which binds these sculptures together, as relatively important through- 
parts of a great whole, their completeness as a series, and their ducai*^ 
fitness for the place which they occupy, all convince us that they J^ii^ures. 

1 Cadorin says in his Appendix that Venice owes the piazza, the ducal palace, 
the great hall of council, the ornaments of the columns and intcrcolumnar spaces 
to Calendario, and quotes Egnazio (De Exemplia IJlustr. Vir, Venefw, lib. viii. 
p. 275, Ven. 1554, in-4to). Sansavino, V&iiezia Bescritta^ says the Sala del Scrutinio 
was iinished in 1309. Selvatico remarks that Calendario was too young to have 
taken part in its construction (op. dt p. 108). 

* Iconograjph's des ChapUeaux, par W. Burgos, p. 20. This date says M. Burges 
is on the twentieth column counting from the Rio end of the palace. M. Didron 
in his note to this passage expresses a doubt as to whether this is a correct reading 
of the date. 
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were planned by one mind.^ It was not simply with the intent of 
beautifying the walls of the edifice that the sculptor carved all these 
groups, and capitals, and ornaments. He had as definite a purpose 
as the architect who divided it into spacious halls and chambers, 
proper for the reception of the great bodies of the state and for the re- 
sidence of its chief magistrate. It was to convey lessons of importance 
to governors and governed ; to reflect as in a mirror the habits of life 
and guiding influences of the nation ; in short, to make the palace 
stand in the midst of Venice as an image of the political state, faith, 
and occupations of the Venetians, and thus give it a physiognomy 
so national, that it would appear to have been bom of the place. 
The task was difficulty let us see how far he accomplished it, 
Descrip- At cach corncT of the two facades, whose junction forms the apex 

Hon of the ^ . , , , ^T , , 

sculptures, of a triangle, stands the statue of an archangel, to show the trust of 
the Venetians in divine protection, whether they were upon the 
sea or upon the land, at war or at peace. Raphael the patron of 
travellers with his stafl^ in his hand, at the end looking towards the 
sea; Michael the warrior and avenger holding his sword, at the 
angle above the Piazzetta ; and Gabriel the peace-maker bearing the 
lily, at the conier next St. Mark's. Under each of the archangels is a 
group of figures in alto-relief. The drunkenness of Noah, under the 
statue of Raphael, is an admonition against that vice, and a warning 
against filial impiety, happily contrasted with filial piety by the 
young Tobias, who sits at the feet of Raphael holding in his hand 
the fish whose liver is to cure his father's blindness. The group of 

' The diversity of opinions upon the dat3 of these scnlptnres is cnrioiis. 
Selvatico, op, cit. p. 109, concludes that the two facades are posterior to 1424. 
Cadorin says that what Calendario did is not known (p. 124, op. cit,). Barges 
and Raskin both believe, that with the exception of the seven copied capitals, all 
belong to the first half of the foarteenth century. Didron thinks they are rather 
of the thirteenth than of the fifteenth. Francesco Zanotti in his work on the ducal 
palace (ch. xii. note 18) speaks of an inscription said to have been discovered on 
the capital of the Column of Justice to this effect : ' Duo soti (socii) Florentini incisi.' 
Upon this inscription he founds a theory that these two Florentine associates were 
the Pietro di Niccol6 da Firenze and Giovanni Martino da Fiesole, who made the 
tomb of the dog^ Tomaso Mocenigo (died 1423) at S. GKovanni e Paolo, during 
whose reign this portion of the palace was completed. But as no one else mentions 
this inscription, and as the noble style of the capital is veiy different from the 
mediocre character of the work about the tomb, we are not inclined to accept 
Zanotti's hypothesis, especially as this capital is the finest of the whole series. Bicci, 
Storia delV Architetlura in Italia^ ii. 341, expresses as his opinion that the designs 
for the decoration of the facades of the ducal palace were given by Calendario. 
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Adam and Eve (Plate XXI. No. 1) in the act of plucking the for- 
bidden fruit, below the , statue of Michael, who was sent to drive 
them out of their forfeited Paradise, warns against disobedience; 
lastly the Judgment of Solomon, (see Plate XIX. No, 2,):below the 
statue of Gabriel, speaks more particularly to the magistrates of 
their duty towards the people. 

We now come to the carved capitals of the thirty-six columns The scuip- 
upon which the edifice rests. They too have for the most part t^. **^* 
their separate as well as connected meaning, though the sculptor 
apparently allowed himself here and there a certain freedom of in- 
vention. They represent the conditions of man, the animals and 
plants needful for his existence and comfort, the planets which 
preside over his destiny from the cradle to the gi*ave, and the 
winds which purify the air and propel his ships across the sea. The 
capitals beginning at the Raphael end of the fagade, are sculptured 
with figures of children; heads of young knights and warriors; 
birds ; emperors (among whom are Titus and Trajan) ; women's 
heads ; virtues and vices symbolically represented ; wise men, 
such as Solomon, Aristotle, and Pythagoras; the planets Saturn, 
Jupiter, Mars, and Venus ; the .patron saints of sculptors, each 
working upon a capital, a cornice, or a figure ; the trades, such as that 
of the lapidary, the carpenter, the husbandman, the blacksmith ; the 
seasons with their varying occupations; the ages of man, represented 
by the infant, the schoolboy, the warrior, the student, and the old 
man leaning upon his crutch, and dead upon his bed ; the courtship 
and marriage of a young man and woman, who are again represented 
with their child, first an infant, then a youth beside whose deathbed 
they are weeping and pra}nhg. Last of all we come to the column 
of Justice, which stands below the Judgment of Solomon and the 
statue of Gabriel. Its capital, which is the finest of the series, is 
covered with the richest leaf-work, growing upwards from its base 
-and drooping in graceful volutes, between which are inserted figures 
of Justice seated upon two hons, the law-givers Aristotle, Solon, 
Numa, and Moses, and an admirable group of the Emperor Trajan 
reining in his horse to listen to the widow's prayer for vengeance 
upon the murderer of her son.^ (See Plate XXII.) The beautiful 

* In note 73 to Longfellow's admirable translation of the Parfjatorio, he men- 
tions that the history of Trajan and the widow is told in nearly the same words in 
the Fioi'c ^h' Filv^off^ a work attributed to Brnnctto Latini (vide Xanuucci, Maimoh 

A A 
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description of this subject in the * Purgatorio ' may have suggested 
to the sculptor the happy thought of thus making a reality of that 
visionary sculpture, which Dante saw carved with a more than 
mortal skill when he reached the circle in which the sin of Pride is 
purged away : 

There the high glory of the Roman prince 

Was chroniclod, whose great beneficence 

Moved Gregory to his great victory ; * 

'Tis of the Emperor Trajan I am speaking ; 

And a poor widow at his bridle stood 

In attitude of weeping and of grief. 

Around about him seemed it thronged and fall 

Of cavaliers, and the eagleB in the gold 

Above them visibly in the wind were moving. . 

The wretched woman in the midst of these 

Seemed to be saying : ' Give me vengeance, Lord, 

For my dead son, for whom my heart is breaking.' 

And he to answer her : * Now, wait until 

I shall return.* And she : * My Lord,' like one 

In whom grief is impatient, ' should»t thou not 

Return ? ' And he : * Who shall be where I am 

Will give it thee.' And she : * Good deed of others 

What }>oots it thee, if thou neglect thine own r* ' 

Whence he : * Now comfort thee, for it behoves me 

That I discharge my duty ere I move ; 

Justice BO wills, and pity does retain me.'' 

It cannot be denied tliat the figures of the group by which the 
Venetian sculptor has rendered this subject are defective in their 
relative proportions, but this and other technical defects are lost 

dslla Letteraturay dal primo 8ec(tlo, iii. 291). It may also be found in the Legenda 
Aurea, in the Cento Novelle Antichey no. 67, and in the life of St. Gregory by Paulus 
Diaconus. 

* Saving the soul of Trajan by prayer. A long time afterwards says the 
legend as given by Ser Brunette (quot^ in Longfellow's notes), St. Gregory 
hearing of this justice, saw his statue and had him disinterred, and found that he 
was all turned to dust except his bones, and his tongue, which was like that of a 
living num. And by this St. Gregory knew his justice, for this tongue had always 
spoken it ; so that he wept piteously through compassion, praying Gt)d that He 
would take his soul out of hell, knowing that he had been a pagan. Then God, 
because of these prayers, drew that soul from pain, and put it into glory. And 
thereupon the angel spoke to St. Gregory, and told him never to make such a prayer 
again, and Gt>d laid upon him as a penance either to be two days in purgatory or 
'to be always ill with fever and side-ache (male di fianco). — The following phrase 
is inserted in the Greek ritual : * O God, pardon him as thou didst pardon Trajan 
through the intercession of St. Gregory.' M. Ampere (Hist Bomaine a Rome) 
states his belief that the preservation of Trajab's column and of the remains of 
the IJlpian basilica is owing to popular faith in this beautiful legend. 

* II Parcfaf^no, x. 73-93, tmnslatcd by H. W. Ix>ngfe11ow. 
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sight of in the life which animates, and the sentiment which pervades 
them. The capital, as well as the group above it^ appears to be 
later in date than the other capitals and groups, for although we 
may believe that one person planned all the sculpture at one time 
as parts of a scheme of decoration, we cannot pretend to limit the 
period of its execution to the first half of the fourteenth century. 
This would be absurd in face of the manifest differences of style 
which exist between the stiff and lifeless fisfures of Adam and 
Eve, and the comparatively broad and flowing lines and draperies 
of the Judgment of Solomon. We trace suflicient points of re- 
semblance, in the type of face and arrangement of hair, between 
the Adam and Eve and the figures emblematic of the planets, 
and those upon the marriage capital, to warrant the idea that 
they are by the same sculptor, 

With one or two exceptions there are no sculptures at Venice 
either among those of the fourteenth or fifteenth century which 
remind us of those about the ducal palace. Their decided superiority 
to all other pre-Renaissance Venetian marbles is so remarkable, 
that we have been forced to seek for an explanation of it in some 
extraordinary cause, such as the influence of a foreign artist upon 
one sculptor of great natural ability, but how it happened that this 
influence was not brought to bear upon other artists of the time 
is a mystery that we cannot penetrate. 

If Vasari is to be believed, Calendario was not the only sculptor 
of the fourteenth century who was educated by a Tuscan master, 
for he tells us^ that Jacopo Lanfrani, one of Calendario's contempo- Jacopo 
raries, as well as Jacobello and Pietro Paolo delle Massegne, were 
pupils of Agostino and Agnolo Sanesi.^ Unfortunately the 
church of Sant' Antonio at Venice ' and that of San Francesco at 
Imola,* both of which were built by Lanfrani (who sculptured many 



' Vasari, vol. ii. p. 13. 

* See Tuscan Sculptors^ vol. i. ch. iv. pp. 94, et seq. 

. ' Sansavino, p. 29. This churcli no longer exists. The Venetian ambassador 
n Magnifico Piero Pasqnaligo in writing from London, April 15, 1515, mentions 
that on his joumej through France he visited St. Denjs, and there saw ' the tomb 
of Charles Vlll. with his graven image the size of life, wrought by the same 
artificer that did the statues of St. Anthony's church at Venice (see Four Years at 
fhs Court of Henry VIlLy Despatches of the Venetian Ambassador Seb. Ginstiniani, 
i. 83-4, edited by Rawdon Brown, Esq.). 

* Ricci, op. cit, p. 301, vol. v. note 1, p. 320 ; also Vasari, ii. 13. 
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bas-reliefs about the portal of the latter edifice), have been destroyed, 
80 that we have only the monument of Taddeo Pepoli in the church 
of San Dominico at Bologna, by which to judge of his manner, which 
is here not unlike that of his alleged Sienese masters. The bas- 
relief upon the sarcophagus, which stands in an arched recess 
above a blank, space filled in with diamond-shaped slabs of white and 
black marble, represents the magistmte seated, and holding in his 
hand a book, which he appears to be explaining to the persons 
standing by his side. A second panel, divided from the first by 
a statuette of an apostle, contains the figures of an angel and a 
kneeling donator, who offers him the model of a church. The 
figures are well-proportioned, quiet in action, and draped with much 
simplicity, but there are not in tJie general design of the monument 
any such points of resemblance with that adopted by the Sienese 
school as would lead us to connect Lanfimii with it. 

The Gothic type of tomb common at Venice is of all types perhaps 
the most perfect, being beautiful to the eye, as well as satisfactory to 
the mind through its solemn sentiment and fitness. It consists of a 
sarcophagus, generally set higli up against the wall of a chapel under 
an arched canopy, whose gable is adorned with crockets and sur- 
mounted by a finial.^ The front of the sarcophagus is divided into 
two panels, containing Scriptural or historical bas-reliefs, having 
a statuette of Christ or a group of the Madonna and Child under a 
little baldacchino, placed between them, and figures of the Angel of 
the Annunciation and the Virgin carved at each end, in sign of that 
hope of a joyful Resurrection which was given to mankind through 
the promise made to her by the heavenly messenger.^ The recumb- 



* These ornaments, as well as the elaborate leaf- work and friezes and cornices, 
are for the most pai*t treated too pictorially by Venetian artists, who having passed 
directly from Oriental to Northern influences, without that intermediate study of 
the antique which chastened the manner of the early Gothic masters in Tuscany, 
were from the beginning wanting in purity of style. 

2 The angel, who came down to earth with tidings 

Of peace, that had been wept for many a year, 
And opened Heaven from its long interdict, 
In front of us appeared so truthfully 
There sculptured in a gracious attitude, 
He did not seem an im&ge that is silent. 
One would have sworn that he wa« saying * Ave ;' 
For she was there in effigy portrayed 
'Who turiicd the koy to ope the exalted love, 
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ent figure of the deceased upon the sarcophagus was originally 
intended to represent the corpse when laid out in the church before 
burial, and this realistic thought was spiritualised by placing angels 
near it, either holding back the curtain which hangs from the canopy 
above it, or standing motionless with censers in their hands beside 
it, or supporting the cushion upon which the head rests. The 
curtain-drawing angels^ were introduced at Venice towards the 
middle of the century upon the monument of Andrea Dandolo, and ^^^^ 
the sepulchral effigy first appears upon that of Duccio degli Aliberti,^ 
which is also remarkable as the first upon which are any figures of the 
Virtues. The sarcophagus is adorned in front with panels contain- '^^ of 
ing a cross and two shields, separated from each other by twisted degU ah- 
colonnettes, and with two excellent statuettes of Justice and Tem- 
perance.^ Over it is a Gothic canopy supported upon twisted 
columns, with shields sculptured within its pointed gable. That 
this type was not universally followed at the time is proved by the 
tomb of Doge Francesco Dandolo, a sarcophagus adorned with a Tomb of 
bas-reUef of the Death of the Virgin, standing under a simple arched EST 
canopy,* and by that of Bartolomeo Gradenigo, his successor, who Jgfg- 
was buried within the atrium of St. Mark's in a sarcophagus without ^^^^• 



And in ber mien this language had impressed 
' Ecce ancilla Dei ' as distinctly 
As any figore stamps itself in wax.' 

Purgatorio x. 84-45, Longfellow's translation. 

* First used in Italy by Amolfo del Cambio in the tomb of Cardinal de Braye a.d. 1285. 
at Orvieto, and adopted by Giovanni Pisano in that of Pope Benedict XI. at Perugia a.d. 1306. 
(see TtLsccm Sculptors, vol. i. ch. ii. pp. 48, 51.) 

^ Ambassador to Florence when Venice was allied with that city against 
Mastino Cane lord of Verona, 

' Mr. Huskin, op. cit. iii. 74, praises these statuettes as exquisitely beautifnl, 
and says he has no doubt they were executed by a Florentine sculptor. 

^ The canopy still exists in its original position in the chapter-house of the 
Frari. The sarcophagus is in a desecrated cloister at the Salute. The statue of 
this doge kneeling before the lion of St. Mark with a banner in his hand was 
sculptured by a certain Maestro Martino, and set up over the portal of the ducal 
palace which he built. ' Questo Doze anche fece far la porta grande che se al 
intrar del Palazzo, in su la qual vi e la sua statua che sta in zenocchioni con lo 
confalon in man dayanti li pie de lo Lion S. Marco.* The position of this door 
is disputed (see Ruskin, ii. 294, and Cadorin, op, cit, 189, 1, June 1, 1335). * We 
Andrea Dandolo and Marco Loredano procurators of St. Mark's, have paid 
Martino tajapiera and his associates for a stone of which the lion is made which is 
put over the gate of the palace. — 1344, Nov. 4 : We have paid thirty.five golden 
ducats for gold-leaf to gild the said lion.' 
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an effigy, adorned with poorly-sculptured statuettes of the Virgin 
and the Angel of Annunciation at the angles, and with a central 
bas-relief of the doge kneeling before the Madonna.^ In the monu- 
ment erected by Andrea Dandolo to S. Isidoro in his chapel at 
St. Mark's, we find two of the distinctive features of the perfected 
Gothic tomb, namely the effigy, which is remaitably fine, and the 
canopy, while in that of Andrea Dandolo in the baptistery of 
St. Mark's the type is completed by the curtain-drawing angels.* 
* We hardly know,' says Mr. Ruskin, * if it be a tomb indeed, for it 
is like a narrow couch set beside the window, low-roofed and 
curtained, so that it might seem, but that it is at some height above 
the pavement, to have been drawn towards the window, that the 
sleeper might be wakened early. Only there are two angels who 
have drawn the curtain back and are looking down upon him.'* 

A simple sarcophagus placed high up against the wall in the 
church of San Giovanni e Paolo, with a St. Paul and two praying 
angels sculptured upon its front, and a recumbent figure so resting 
on an inclined plane upon its lid that it may be seen from below, con- 
tains the remains of Paolo Loredano, a brave and able soldier of 
this time, captain-general of the republic when Venice was menaced 
by the Genoese, her ambassador at Milan when the Emperor 
Charles IV. was crowned, and her chief instrument in quelling the 
revolt of the Candiotes under Giovanni Calergi. Certain tombs by 
unknown sculptors, which are variously regarded as works of the 
Milanese Campionesi, or of the Venetian Massegne,* show how closely 
the two schools, both of which had a common Pisan root, resemble 
each other; they are indeed often very difficult to distinguish, as 
they are without marked peculiarities, the figures in both being 
extremely simple in pose, and sober in gesture. Such a monument 
is that of the doge Marco Comaro* at San Giovanni e Paolo, above 



1 This is tho doge to whom the fisherman brought the ring of St. Mark — a 
scene represented in the splendid picture bj Paris Bordone at the Academy. 

• His first chronicles brought down Venetian history to the year 1242, the 
second to 1280, published in vol. xii. of Muratori's 8c. Rer, It. Petrarch speaks of 
him in his EpistolcR as erudite, eloquent, wise, afiable, and humane. 

• Stones of Venice, ii. 68. 

* Calvi, op. dt. p. 59 ; S^vatico, op. dt. p. 146. 

* When Giovanni Dolfin objected to the election of this wise and eloquent 
doge, that he was old, poor, married to a plebeian, and the friend of foreign 
princes, he replied that he had grown old in the service of Venice, that his poverty 
proved his integ^'tj, that his alliance with the people through his wife would rather 
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whose plain sarcophagus are five statuettes in niches, of the Virgin 
with SS. Peter and Paul and two patron saints, carefully sculptured 
in a simple style. Such also is the tomb of the Senator Simon Tomb of 
Dandolo (a member of the council which condemned Marino Faliero) i^doio, 
at the Frari, whose sarcophagus is decorated with the usual figures ^^ ^^^^' 
of the angel and the Madonna, and a group of the Madonna 
enthroned, and overshadowed by a curtain held up by four 
diminutive angels. That of the doge Giovanni Dolfin, though Tomb of 
without any recumbent figure, is one of the most noted Gothic roifln, 
monuments in the church of San Giovanni e Paolo. The sarco- 
phagus is enriched with statuettes, and with bas-reliefs of the doge 
and the dogaressa kneeling at the feet of the enthroned Chiist, the 
Death of the Virgin, and the Epiphany, and has an elaborate leal- 
work cornice and plinth. The details of these Venetian monuments 
though eflfective and well calculated to add to the general pictur- 
esqueness of their appearance, are seldom of much value ; the recumb- 
ent figures are often excellent in sentiment, and impressive by 
reason of their rigid quietness, but the bas-reliefs cannot for a 
moment be compared with those upon Tuscan monuments of the 
time, and serve chiefly to break the monotony of plain surfaces. 
The statuettes of saints and angels are generally diminutive and 
of little importance, and suffer by the increasing prominence 
given to leaf-ornaments, crockets, and finials. We have already 
referred to Jacobello and Pietro Paolo, sons of Antonio delle jacobeUo 
Massegne or de' Massigni, as the supposed scholars of Agostino and Paoio deUe 
Agnolo Sanesi, but we are rather inclined to connect them less *^****8n®- 
directly with Tuscany through Bonino da Campione (the scholar of 
Balduccio da Pisa) to whom some of the anonymous Gothic tombs 
in Venice have been attributed.^ The Massegne are now recognised Gothic 
as the sculptors of the Gothic altar-piece in the church of San by the 
Francesco at Bologna.* It contains a centml bas-relief representing j^j^^^s. 

make him love Venice more than less, and that the friendship of foreign princes 
showed how ablj and courteously he had conducted the missions with which 
lie had been charged to them (Romanin, op. cit iii. 229). 

* Calvi, op, cU, p. 59. 

* The contract for this ancona (made between the Frati Minori and th« 
Massegne in 1388), given by the Marchese Davia, overthrows the statement of Yasari 
that it was made in 1329 by Agostino and Agnolo Sanesi (see Yasu^, vol. ii. 
p. 7, note 1 ; and Gnalandi, Ouida di Bologna^ p. 53). The price agreed upon was 
2150 gold dT:cat6. 
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the Coronation of the Virgin, around which are placed bas-reliefs 
and statuettes of saints, siniple and unpretending figures care- 
fully draped, but somewhat heavy in their proportions. Other 
works by the Massegne are the statuettes of the Virgin, St. 
A.D.1394. Mark and the apostles, SS. Peter and Clement, and the Madonna 
A.i>. 1397. with SS. Christina, Clara, and Catherine at St. Mark's; and the 
Tomb of monument to the Doge Antonio Venier,^ which is placed high up 
Veniep, abovc the door of the Cappella del Rosario at San Giovanni e Paolo. 
The sarcophagus is adorned with statuettes, and others are placed 
above the recumbent effigy of the deceased.* Another monument 
in this church which may be their work, is that of the doge Micheli 
Tomb of Morosini, one of the richest examples of the florid Gothic style. 
Morosini, The waut of proDcr balance between decoration and the thinof deco- 

died 1382. ^ >: o 

rated, and of fit subordination of detail to general efi^ect becomes 
more and more palpable as we approach the period of the Renais- 
sance. Another striking example of it is furnished by the portal of 
s.Stefano. the church of S. Stefano, which is attributed to the Massegne. 
The stone vegetation about its Gothic arch is absolutely rank, and 
quite out of proportion with the dimensions of the arch itself. 
Paolo deiie "^^^ brothers Massegne had an able assistant in Paolo, the son 
Massegne. ^f JacobcUo, who was a more original artist than either. His 
Tomb of best work is the tomb of the Veronese condottiere Jacopo Cavalli, 
Cavalli, who Commanded the land forces of the Republic in that famous 
Chioggian war, which would have proved ruinous to her, had it not 
* been for the unlimited sacrifices and devoted bravery of her sons. 
He was buried at San Giovanni e Paolo in a monument which, 
though robbed of its statuettes^ and no longer brilliant with colour, 
is one of the most picturesque at Venice. The sarcophagus is 
heavily but richly adorned with leaf-mouldings, and with roundels 
containing the symbols of the Evangelists in alto-relief. Upon it 

' Snmamed the Venetian Brutus, because his rigid sense of justice obliged him 
to refuse to liberate his dying son Luigi from prison. 

* Selvatico, op. cit. p. 123, says that a Jacopo Celega and his son Paolo, who 
built the campanile of the Frari between 1361 and 1396, are perhaps identical with 
the Massegne. The Pietro Paolo who was called to Udine to build the duomo in 
1366 is perhaps one of the Massegne. He may have sculptured some of the 
statuettes about the great window of the Sala del Maggior Consiglio at the ducal 
palace, finished in 1405. 

* The engraving in Zanotti's work, II Palazzo Ducale, shows that there were 
originally statuettes of Faith, Hope and Chanty on projecting brackets in front of 
this tomb (see Ruskin, op, cit. iii. 82). 



VE2»JICE. 185 

lies the effigy of the brave knight clad in armour. (See Plate 
XXIIL) His face is very much sunken in his helmet, his hands 
are crossed upon his breast, his head rests upon a lion and his feet 
upon a dog, fitting emblems of his honour and fidelity. The re- 
cumbent effigy on the tomb of the famous general Prendiparte Pico ^ Tomb of 
in the church of San Francesco at Mirandola by the same sculptor parte Pico, 
is also clad in armour. The front of its sarcophagus is decorated 
with a bas-relief of the Crucifixion ; the right end with that of a 
mule sinking to the earth imder a heavy burden, and the left with 
the Pico arms and medallion portraits of Prendiparte and his wife 
Catarina Comari, who erected the monument to her husband's 
memory. The composition of these reliefs is simple and clear, but 
the figures are heavy, and the workmanship is not over carefiil. 
Though we cannot praise Paolo di Jacomello for technical skill, 
we find in the varied design and the marked character of these 
monuments proof of his originality and fertility of invention* We 
are struck with his superiority when we compare him with his con- 
temporaries, Maestro Andriolo or Andreolo* (head architect of the Maeatro 
basilica of Sant' Antonio at Padua), who built the chapel of San a. 1372^ 
Felice for Bonifazio di Lupi Marchese di Soragria,' sculptured the 
rather lifeless but not ill-draped statuettes of the marquis and his 
wife, with those of SS. James, Peter, and Paul above its entrance, 
and probably made the two sarcophagi ornamented with disks of 
porph)rry and Oriental granite, which stand within it ; * Ray naldinus, Raynai^ 
who made the thickset, stiffly-posed statuettes of the Virgin and fliujs. 
Child, and those of SS. Peter, Paul, and James, which stand upon 

' Upon this tomb as upon that of Jacopo Cavalli is inscribed : * Quest* opera 
d' intaglio 6 fatto in piera, xin Venicien la f6 ch*a nome Polo, nato di Jacomel 
Chatapiera.' 

* He has been confounded with an Andreolo di Ferrari Francescano, the scholar 
of GKovanni da GKussano, who worked for the duomo at Milan towards the end of 
the fourteenth century, but who had no reputation as a sculptor (Gk>nzati, i. 173). 

• Bonifazio di Lupi when exiled fi-om Parma went to Florence, commanded the 
Tuscan troops in a war with the Pisans (1360) and built the hospital of San 
Giovanni Battista in the Via di San Grallo at an expense of 24,000 florins, and 
endowed it with an annual stipend of 700 gold florins (Gonzati, ii. 93-4). At 
Padua, where he afterwards resided, he was entrusted with several missions of 
importance, and led the Paduan troops intended to co-operate with the Genoese 
fleet against Venice (1372). The contract for the building of the chapel of San 
Felice is dated February 12, 1372 (see Gonzati, vol. i. p. 107, doc. 102). 

^ The marquis lies buried in one of the sarcophagi, and a do' Rossi of Parma in 
the other. 

B B 
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Giofmnni the altar in this chapel;^ Giovanni de' Sanctis (buried with his 

fl.isiM). father Filippo the sculptor^ at Sta. Maria dell' Orto), who is known 

through his epitaph to have sculptured a group of the Madonna and 

Beniardo Child which he gave to the church ; ^ Bernardo da Venezia, the first 

fLi89tf. head architect* of the Certosa at Pavia, who was employed by 

A.D. 1391. the Duke Gian Galeazzo to build the castle of Pavia, and by the 

directors of the cathedral at Milan to sculpture a group of the 

Madonna and Child in wood, which stood for many years above the 

Bonafuto high altar;* and lastly, Maestro Bonasuto or Bonafiito,^ who sculp- 

daVenezi&. . 

A^. 1394. tured the half-figures of prophets and saints upon the base of the 
fa9ade of St. Petronius at Bologna in a bold eflfective style (see 
Plate XX. No. 1). 

sufbs^^™^ One of the best examples of a common form of memorial used 
at this time at Venice, is the sepulchral slab of Bonincontro di 
Boaterii, a celebrated Bolognese jurisconsult, abbot of San Giorgio, 
set into the wall of a corridor leading from the church of San Giorgio 
Maggiore to the Cappella dei Morti. The effigy of the deceased 
in flat relief, which is enclosed in a sort of niche, represents him 
clad in the long mantle of a novice, holding a copy of the decretals 
in his hand, which he is expounding to his disciples who are sculp- 
tured ^ in little ' at his feet. 

> The head of Saint Paal is a restoration by GKovanni Bonazza. Rajnaldinus 
received 196 ducats for these statuettes (see Gonzati, vol. i. pp. 113, 174, doc. 102 ; 
and Gualandi, series vi. p. 185, no. 193, and p. 146). 

' Cicogna, Isc. Ven, ii. 278, says that Filippo sculptured the sarcophagus of the 
Beato Odenci, a Minorite monk, who died in 1331. 

* * Hie jacet Magister Joannes de* Sanctis Lapicida de Sn®** Seven, qui per 
stuim maxim am devotionem obtulit et dedit imaginem Beatas Virginis in Ecclesi4 
S** Xphori de Venex.* . . . Sta. Maria dell* Orto, originally called San Cristoforo, 
changed its name in honour of a rude image of the Virgin found by the monks in 
an adjoining garden a.d. 1377 (Ricci, op. cit. ii. 377). The huge colossal wooden 
statue of St. Christopher with painted face, hair and robes, upon an altar in this 
church, was sculptured by Ghisparo Moranzone, one of a family which produced 
several artists. The same Gaspare ornamented two altar fonts in S. Stefano and 
S. GKobbe (Sansavino, lib. ii. p. 60 and lib. iii. p. 57 ; Cicogna, voL i. p. 83, no. 176). 
Francesco Moranzone, a wood carver, carved a frame for a picture by Donato 
Veneziano in 1460. In 1500 his son Jacopo went to Udine to do the like for a 
picture by Pellegrino da San Daniele (Maniago, pp. 42, 293, ed. 1823). This 
Jacopo di Francesco was also a painter. 

* Calvi, op. cU. pt. i. p. 103, and a pamphlet entitled La Fondazicne del Tempio 
deUa Certosa by the same author. 

^ Bernardo built the church of the Madonna del Carmine at Milan (Calvi, 
p. 105). 

* Cicognara, Sioria delta ScuUiira, pp. 321, 429, and Selvatico, p. 124. 



The period of a hundred and fifty years, during which the 
Gothic style prevailed at Venice, ie represented by three schools, Oothh 
two of which, those of Calendario and the Massegne, have now been preunud 
examined ; the third, that of the Bons, Gioyanni and his sons Barto- schools. 
lomeo and Pantaleone, now claims our attention. These artists, GioTsnni 
who were probably bom Venetians, lived in the Contrada a San u.\om"' 
Marziale, near the church of Sta. Maria dell' Orto, In the year "' 
1438 Giovanni and Bartolomeo made a contract with Tommaso 
Malpieri and his associate * proweditori ' to build the great gate of 
the palace contiguous to the church of * Misier San Marcho.' ' This Poruddu 
portal which wag at first called the Porta Dorata, and afterwards Nor. lo, 
the Porta della Carta because public edicts were affixed to it, is a 
very elaborate structure in the florid Gothic style. A pointed 
window filled in with rich tracery and surmounted by a roundel 
supported by flying angels, containing a half figure of St. Mark, fills 
up the space above the square-headed portal, which is flanked by 
three-sided pilasters rising to the top of 
the window, and crowned by pinnacles. 
Between them is a central arch, which 
is adorned with elaborate crockets of 
leaf-work filled in with little climbing 
figures, and terminates in a dispropor- 
tionately large figure of Venice seated 
between two lions. The pilasters are 
divided into four portions by string 
courses, the lower are panelled, the two 
next on either side adorned with cano- 
pied niches containing statues of the 
Virtues (see Woodcut), and the upper 
with ' putti ' supporting shields. The 
figures are square in their proportions, 
heavily draped in a classical style, and _ 

wanting in the delicacy and elegance 

of line demanded by the character of the architecture of which they 
form a part. Cold in feeling and without individuality, we can see 

< The Porta della Carta was bnilt between 14<39 and 1443, nnder the dog« 
Francesco FoRcari. In 1412 the Bons, bther and Hon, promised to complete the 
fignres about it witliia a year (doc. pub. by Gnalandi, series vi. p. 105). The 
price agreed npon for the whole work was 1700 gold dncata (Selvatico, p. 13fi). 
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in them no sign of the mind which conceived, or the hand which 
executed the justly -vaunted sculptures of the ducal palace. As 
the gate is inscribed with the words *Opus Bartolomei/ we may 
suppose that Giovanni's assistance was almost nominal, but he and 
his sons certainly worked together upon the statuettes and other 
decorations of the internal fa9ades of the palace, and built the 
corridor leading from the Porta della Carta to the Giant's Staircase.^ 
It Is to payment for these works, as we think, that reference is made 
in an order of the council by which Maestro Bartolomeo Bon is 
commissioned to finish the palace decorations.^ 

It is not a little singular that Calendario and Bartolomeo, the 
two most eminent sculptors of their day, should have been em- 
ployed by the two most unfortunate of doges, the one to commence, 
the other to terminate the ducal palace. Just two years more than 
a century after the decapitation of Marino Faliero upon its steps, 
Francesco Foscari, old and worn-out with grief, fell dead in the 
same place, when he heard the sound of the bell which announced 
the election of his successor. He was buried at the Frari in a 
tomb which although it has some Gothic elements, such as the tre- 
foiled arches which support the sarcophagus, the crockets upon the 
pediment, and the pinnacle surmounted by a statuette of our Lord, 
is the first important example of monumental Renaissance at Venice. 
This doge employed Bartolomeo Bon to build the Cappella dei 
Mascoli at St. Mark's ; and to make statues of the Madonna, 
SS. Mark and John for the three Gothic niches over its altar. 
These heavily-draped lifeless figures are in the same style as those 
of the Virtues upon the Porta della Carta, but the angels bearing 
censers on its front are in a much purer manner, which reminds us 
of some of the earlier capitals of the ducal palace, of the Madonna 
and angels in the lunette over a side door of the Frari,® and of the 



' Selvatico, op. cit, p. 135. 

2 ' Azio clie tanta degna opera per piccola oosa non restasse essere complida ' 
(Gaalandi, series vi. p. 108). In 1797 the group of tile doge Francesco Foscari 
kneeling before the winged lion, which stood above the doorway of the Porta della 
Carta, was thrown down. The mask alone escaped destruction, and now forms one 
of the objects of interest in the museum of the ducal palace, but as it was very 
coarsely sculptured, that it njight produce an effect when seen from a distance, it is 
no fair example of Bartolomeo*s skill. 

^ Cicognara strangely enough attributes this work to Pyrgoteles a second-rate 
sculptor of the middle of the fifteenth century. Selvatico, who criticises this attri- 
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emblem of St. Matthew upon the fa9ade of a house near the Ponte 
del Ravano; all works of the fourteenth century. We may not 
therefore perhaps be wrong in the conjecture that Bartolomeo 
used old material for the adornment of his altar, in accordance 
with what had been at one time a common practice at Venice. 
Other works attributed to Bartolomeo Bon are a Madonna della works 
Misericordia, and the statuettes of SS. Cristina, Calista, and toBar- 
Dorotea, in the church of the Abazia; those above the door of bod?*^ 
the Scuola di San Marco; the archivolts of the lower and of the 
second story of the fa9ade of St. Mark's, which are adorned a.d.1473. 
with leaves and figures of saints; the facade of the church of 
Sta. Maria dell' Orto with its row of niches decorated with sta- 
tuettes ; and a very ornate well in a cortile near San Giovanni e 
Paolo. There is also at Udine on the angle of the Palazzo Publico, 
a Gothic tabernacle containing a mediocre figure of the Madonna 
holding in her hand the model of a church, which may be his, 
as it is said to have been made by the same sculptor who made 
the portal of the ducal palace at Venice.^ It is possible also a.d.1472. 
that he is the * Maestro Bartolomeo ' who went to Constantinople 
with Gentile Bellini, when the sultan requested the signory to 
send him a portrait painter and a sculptor.^ This supposition is 
plausible, as he was in the habit of signing his works with his 
Christian name only, and we know of but one other contemporary 
artist called Bartolomeo, who though eminent as an architect 
had too little reputation as a sculptor to have been sent to a foreign 
country.^ 

We now come to that time when the Renaissance style, so- introduc- 

"^ tion of the 

called fi'om its re-adoption of classical forms, was introduced at Renais- 
Venice. This name was not justified by an absolute imitation of at Venice. 
Greek and Roman architecture until the sixteenth century, when 
Palladio, enslaved by the precepts and rules of Vitruvius, produced 
his co>ld copies of the art of a bygone time. Though Alberti and 

bution as liazardons, suggests that perhaps it may be by the Massegne, and says 
what is true that he finds in it that idealism which seeks to express sentiment 
rather than form, and none of the natnraHsm which forms the base of the fifteenth- 
century art. 

* Maniago, Owida nel Friuli, p. 69. 

* Doc. in6d. trouv6s par M. de Mas Latrie, Gazette des Beaux-Arts, liv. du 
1«'^ mars 1866, p. 286, et seq. 

* Bartolomeo Buono, architect of the Prontrafie recrJn'e. 
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Brunelleschi, who originated the movement in Tu8cany before the 
middle of the fifteenth century, yielded in some degree to the 
genuine enthusiasm of their time for antique literature and art, they 
showed independence and originality in their architecture, and 
clothed their own ideas in a foreign language without losing the 
idiomatic beauty of the original, using the cornices, friezes, and 
other accessories of Roman architecture to ornament buildings 
strictly adapted to the wants of their own time, and thus despite 
such classical elements keeping them thoroughly Italian.^ Such 
Antonio ^^g also the casc with Pietro Lombardo, and Antonio Giovanni 

Bregno, 

born about Brcguo (commouly called Rizzo or Riccio*), both of whom claim 
to be the pioneers of the Renaissance movement at Venice. The 
honour may be fairly divided between them, as though Rizzo was 
the older of the two and first used its elements there, the works of 
Pietro Lombardo had a much greater influence upon the establish- 
ment of the style. Rizzo was bom at Verona, and formed his 
taste by the study of the noble Roman ruins which are still her 

4 D. 1464. pride, but he is called a Venetian in documents of the time,* from 
having spent the greater part of his life at Venice, where he was 
superintendent of the Bottega di Tajapiera — the workshop for the 
sculptors and stone-cutters connected with the palace.* Rizzo's 

4.D.1474. labours were interrupted by a journey to Scutari, in company with 

' As for instance the Palazzo Strozzi at Florence, with its magnificent cornice 
which was imitated &om an antique fragment at Rome ; the Palazzo Biccardi, and 
the Pitti ; all original and national buildings inspired by but not copied from the 
antique. So also the finest Renaissance palaces at Venice, such as the Grimani, 
which though classical in style are at the same time Venetian, and quite- unlike any 
buildings ever erected at Athens or Rome. 

* Scardeone, Vasari and Sansavino have all fallen into the blunder of identify- 
ing him with the renowned bronze-caster Andrea Riccio of Padua. He has also 
been confounded with Lorenzo Bregno (perhaps a relative) a mediocre sculptor 
who flourished about 1510. 

■ As for instance in the decree of 1483 by which his salary was raised he is 
called Antonius Riccius Venetus — because as Morelli (notes to 1* Anonimo, p. 97) 
remarks, he had long held the office of ingegnere or architect to the Illustrissima 
Signoria di Venezia. Colucio speaks of him as a Veronese, as does Zovenzomo in 
a sonnet to * Crispo Veronensi marmorario clarissimo * and his biog^pher Dott. C. 
Bemasconi in a pamphlet entitled La Vita e Is operc di Antonio RizzOy architteto e 
Bcultore Veronese^ Verona, 1859. 

* Bemasconi, pt. i. p. 13, and Cadorin, p. 142. The stone-cutters (scarpellini) 
and the sculptors (scultori) at that time both belonged to the guild of the Tajapiere 
and both worked as architects. In 1723 they were separated into distinct guilds 
through the agency of the sculptor Ant. Conadino. 
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Antonio Loredano and Count Aloise Quirini, who went to defend 
that town against the Turks. His knowledge of the art of defence 
proved so valuable, and his brave conduct during the siege attracted 
so much notice, that on his return to Venice, after being severely 
wounded, the Senate gave him a twenty years' pension. A few a.d. uss. 
years later, when a portion of the ducal palace had been destroyed 
by fire, he received the appointment of head architect^ with a salary 
of 125 ducats a year, which was soon after increased to 200, in con* 
sideration of his having closed his workshop that he might the 
better serve the Signory, although it brought him in three times 
the amount of this salary. His duty was to superintend the 
sculptural as well as the architectural restorations and in the 
decree by which his salary was raised, he is spoken of as indispen- 
sable to the welfare of the building.^ Unfortunately the unbounded 
confidence of the Signory was not justified by his conduct. Much 
of the public money had been appropriated to his own private uses 
during thirteen years, and when suspicions were awakened and inves- 
tigations were about to be commenced he fled fi-om Venice to Foligno, 
where he soon after died.^ * Excellent architect, illustrious geome- March u, 
trician, most skilful sculptor, and most gifted superintendent of the 
workmen attached to the ducal palace ' ^ are the appellations given to 
Rizzo in a decree appointing him to be chief adviser in the restora- 
tion of the duomo of Vicenza. The invention of a new and highly a.d. use. 
approved system of constructing windmills proved him a skilful 
mechanician ; at Scutari he showed himself an able military engineer ; 
at Venice, a skilful architect and able sculptor. In this latter 



1 < Le figure come tatte altre cosse necessarie alia ditta fabbrica ' (doc. 
dated October 10, 1491, published by Cadorin, p. 63, nota 19, aud reprinted by 
Dr. Bemasconi, op. dt, pp. 11, 12. 

> Sanuto, vol. i. pt. ii. p. 27, says that Eizzo expended 19,000 ducats while in 
office, the greater part for his own private uses. Malipiero, Illustrazioni delle due 
Statue di Adamo ed Eva, p. 1, tells the story and adds, * Emigrd a Foligno e poco dopo 
mori.' One would be glad to doubt the truth of this story, and some grounds for 
doing so may be found in the decree appointing his successor which simply speaks 
of Bizzo as absent ; but it is circumstantially told by several Venetian writers of 
authority, and accepted as true by his enthusiastic panegyrist and fellow-country- 
man Sig. Bemasconi who would certainly have proved its falsity had he been able 
to do so. He attributes the silence of the senate to honourable motives of delicacy 
towards an aged artist of genius who had rendered them long and useful service 
{op. cit, p. 22). 

^ Morelli, notes to TAnonimo. 
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capacity we can only judge him by statues of Adam and Eve (in 
niches opposite the Giant's Staircase) which he is supposed to have 
made soon after his first arrival in Venice.^ The contrasted action 
of the figures shows a just appreciation of the subject. Each holds 
the fatal apple, but while Eve looks down as if convicted of sin, 
Adam places one hand upon his breast, and raises his eyes to 
heaven as if seeking to justify himself. The fair flow of line and 
well-contrasted action of limb and muscle make this figure superior 
to the common run of architectural statues. The overcrowded, 
ugly, and disjointed monument to the Doge Nicol6 Tron at 
the Frari and the statuettes upon it, ascribed to Rizzo, do not 
raise our estimate of his merit. During his long connection with 
the ducal palace he designed and constructed the Giant's Stair- 
case^ as well as the fa9ade opposite to it,' and a considerable portion 
of the fa9ade upon the side canal. His biographer endeavours to 
prove that he built San Giobbe, Sta. Maria de' Miracoli, the Palazzo 
Vendramin Calergi, and other femous edifices which have been 
always attributed to Pietro Lombardo, and puts forward his claims 
with a show of argument which proves how difficult it is to get at 
the truth in questions where civic pride is enlisted. On the other 
hand we have the Venetian writers backed by tradition, equally 
warm on Pietro's side, while nothing which we absolutely know 
to be Rizzo's work warrants a belief that he could do anything so 
good. 
The Lom- The name Lombardo is in all probability a patronymic applied 

to many North- Italian artists, not necessarily related to each other.* 
Pietro Lombardo, who was the son of a marble-worker at Venice 
named Martino, had three sons — Tullio, Antonio, and Giulio, 
architects and sculptors of diflferent degrees of merit belonging 
to the body of workmen attached to the ducal palace under Hizzo's 
direction, for which reason Tullio and Antonio as well as their 

• 

^ These statues were not set up in their niches till about 1471, bat Morelli 
thinks they -were made about 1462. A group of the doge Cristoforo Moro kneeling 
before the winged lion, perhaps by Bizzo, which stood aboye the upper arch of the 
facade was thrown down in 1797. 

' Giovanni da Spalatro, Aloise di Pantaleone, M. Domenico and Stefano 
Tagliapiera also assisted Rizzo in this work. The delicate ornaments upon it 
were sculptured by Domenico and Bernardino da Mantova scholars of Rizzo. 

' Completed under the doge Cristoforo Moro, who died in 1471. 

* This opinion is stated by Temanza, op. cit. p. 125. 
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father have been called his scholars.* We are however inclined to 
believe that Pietro, who was a man of about the same age as Rizzo, Pietpo 
and who although his position at the palace was subordinate stood 
beyond its precincts in a perfectly independent light, rivalling Rizzo 
in reputation, himself instructed his sons/^ Rizzo showed the value a.d. i486, 
which he attached to their services, by obtaining for them a dis- 
pensation from the law which forbade any artists connected with 
the palace to buy or sell objects pertaining to their art. That Pietro 
stood high as an architect in 1480, may be presumed from his having 
then received a commission to build the church of Santa Maria de' 
Miracoli, after one of many designs offered in competition by the 
most eminent architects. Although he had this im[)ortant affair on 
his hands he left it at the request of Bernardo Bembo, then Venetian 
governor of Ravenna, in order to make the tomb of Dante.^ The The tomb 
manner in which he acquitted himself of a task which none but the 
greatest of artists could have worthily accomplished, and to be 
allowed to undertake which Michel- Angelo soon after vainly aspired,* 

* Vide Temanza, pp. 79, 80 ; Cadorin, p. 140 ; and Selvatico, p. 185 ; and tho 
commentary to the Life of Vittore Scarpaccia, Yasari, vi. 128. Other Lombard! 
were: Ser Giovanni de Ser Tullio, mentioned as a witness to a deed, dated 
November 20, 1515, preserved at the Museo Correr. Vincenzo was the son of 
Antonio, and Sante the son of Ginlio. Tollio 11. and Girolamo were sons of Sante. 
Martino II. and his son Moro are not certainly known to have belonged to the 
same family. 

* Pomponius Ganricus De SculpiurOj a work published in Pietro's lifetime, says 
that they were rivals. 

* After Dante's death his remains were buried in a stone sarcophagns by his 
friend Gnido Novello, whose exile and death prevented him from carrying oat hi9 
intention of giving them a more fitting resting-place. In 1692 the Bembo monu* 
ment having been much injured was restored at the expense of the city, and the 
chapel in which it stands was erected in 1780 by the Cardinal Luigi Yalenti 
Gonzaga. The bones of Dante were supposed to have been removed from their 
original resting-place by the Franciscan friars in 1519 when they feared that Pope 
Leo X. would order them to be taken to Florence, but in June 1865 a wooden 
chest was discovered in the wall adjoining the chapel of Braccioforte, within 
which they were found complete, together with a paper stating that Fra Antonio 
Santi, chancellor of the convent of San Francisco, had placed them there for safe 
keeping in the year 1677. This discovery having been made at the very time 
when ihe Florentines were preparing to inaugurate a statue of the poet on the 
Piazza di Sta. Croce, with the ceremony befitting an occasion looked upon as 
the consecration of the newly-achieved independence of Italy, created a great 
sensation, and was received by many as a token of Dante's share in the consum- 
mation of the work to which he had so powerfully contributed by his life and 
writings. 

* See Ttt$ran Smlj^forSj ii. 35. 

C C 
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was SO unworthy of the greatness of the opportunity offered, that 
we cannot suppose he was led to accept it by any strong feeling of 
enthusiasm for Dante, or that he addressed himself to its accom- 
plishment with any deep sense of responsibility, else here if any- 
where he would have exhausted his skill in carving upon it arabesques 
and ornaments even more beautiful than those by which he after- 
wards made his reputation at Venice. Instead of doing so he made 
a cold and lifeless alto-relief of the 'altissimo poeta,' seated before 
a reading-desk with books lying upon it, which harmonises but 
too well with 

* The little cupola more neat than solemn ' 

imder which it is placed. He also sculptured a S. Apollinare and 
a winged lion to stand upon two columns in the Piazza of Ravenna,* 
before returning to Venice. Called upon by the directors to com- 
sta. Ma- plete the plan accepted for Sta. Maria de* Miracoli by adding to 
M^racoii, it the chapcl of the Sanctuary, he signed a new contract with 
them, by which they agreed to furnish him with building materials, 
and to pay him an annual salary of 60 ducats.^ It seems almost 
incredible that eight years sufficed for the construction and orna- 
mentation of this church, which is one of the most elaborate 
examples of Renaissance architecture. Without and within its 
walls, doorways, and pilasters are covered with leaves, flowers, birds, 
and strange creatures bom of a fancy wayward bat ever logical in its 
deductions from nature, not carelessly carved, but conscientiously 
worked out in every detail with equal taste and skill. The rich 
balustrades of the staircase leading to the chapel of the Sanctuary 
are adorned with small half-figures of the Virgin, the Angel of the 
Annunciation, St. Francis and Sta. Chiara, and the pilasters and 

^ When BAvenna lapsed to the pope, the winged lion was replaced by a statue 
of San Vitale. Temanza, p. 81, says the S. Apollinare was sculptured by Pietro 
Lombardo, and not by a hypothetical artist named Pietro da Ferrara. See Bamf- 
faJdi, op. cit. vol. i. p. 215, note 1. 

^ Selvatioo, op. dt. p. 186, says that this chapel is undoubtedly by Pietro 
Lombardo. Bernasconi who denies it, see op. cU. p. 42, says that it is incredible 
that this chapel should not have been comprised in the original plan, as it was for 
the sanctuary that the Venetians wished to build the church. When it was 
proposed to build it in honour of a wonder-working image of the Virgin, 80,000 
ducats were collected for the purpose in a few months, and a board of manage- 
ment composed of six patricians was appointed to superintend all affairs connected 
with it (Temanza, op. cit p. 82). 
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panels about it are filled with ornaments inspired by but not copied 
from the antique. One of the Lombardi, supposed to have been Va.^«. 
either Pietro or his father Martino, erected about the same time the attributed 
Palazzo Vendramin Calergi. Pietro also built the now demolished Lombai^o. 
churches of S. Cristoforo at Murano, S, Andrea on the island of ^'^' ^**^* 
the Certosa, and perhaps that of Sta. Mstria Mater Domini.^ But 
did he build the magnificent chapel of the doge Cristoforo Moro in 1471. 
at San Giobbe, and sculpture the exquisitely-adorned doorway 
through which the church is entered?^ These are questions which 
cannot be positively answered, though much of Pietro's fame de- 
pends upon them. If we accept him as the sculptor of the ornaments 
at Sta. Maria de' Miracoli we can see no difficulty in believing him 
to have previously sculptured those of San Giobbe,^ which like them San 
are marvels of Renaissance work, but we must suppose that some 
other artist sculptured the figure-work there, as it is greatly superior 
to anything of the kind which we possess by Pietro. The portal of 
San Giobbe is surmounted by a round arch, and has a broad archi- 
trave, which rests upon two Corinthian pilasters covered \\ith the 
most delicately-sculptured convolvulus plants, upon whose winding 
stems sit all but living birds. The architrave is adorned with sym- 
metrically- arranged leaf- work ; the capitals of the pilasters are com- 
posed of acanthus leaves and ox-skulls, from whose horns hang 
festoons which are twined about the flower-filled volutes ; and the 
cornice and archivolt are enriched with architectural details borrowed 
from the antique. Statuettes of SS. Francis, Bernardino of Siena,* 
and a bishop are placed on the arch and at the ends of the entablature, 
and the lunette is filled with a bas-relief representing SS. Francis and 
Giobbe kneeling in prayer on either side of a little mount, upon which 
rays of light descend from heaven. The more we regard these sculp- 
tures the more we are convinced that they are the work of several 



> Temanza affirms that he began it and that it was completed by Jacopo 
Sansavino. Selvatico thinks it mnch more modem. 

* Selvatico thinks it probable (op, ciL p. 285). Zanotto asserts it (jGuida di 
Venezia^ p. 335, note 1). Bemaseoni denies it. 

* The Gappella Maggiore at San Giobbe must have been built before 1471 as 
in that year ^e doge Cristoforo Moro died, and not earlier than 1462 as the ducal 
bonnet is introduced with his coat-of-arms (Selvatico, p. 234). 

* The doge Cristoforo Moro was the friend of San Bernardino da Siena, who it 
is said when preaching at Venice predicted that bn would sit on the ducal throne 
{Sioria dei Dogi di Venezia), 

c c 2 
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hands ; if the arabesques and architecture of the door, and perhaps 
the statuettes, are by Pietro, the bas-relief, which is dry and precise 
in its style and forms, can hardly be his. So also in the Cappella 
Maggiore the ornaments, and the grave-slab of the doge,^ which is 
enframed in a border of exquisitely-sculptured arabesques and bears 
the ducal arms in its four corners, are his, but some other artist 
sculptured the Evangelists in the spandnls of the internal arches, 
and the charming angels which support them* Their Tuscan air, 
which is unmistakeable, lends strength to the tradition that an 
artist bred in that school worked in this church, and traces of a 
Florentine hand fire also visible in the taste of certain ornaments 
and mouldings about the Grimani chapel, and in the terra-cotta 
Evangelists upon its roof. 

A.D.H99. When Antonio Rizzo fled from Venice, Pietro Lombardo was 

appointed to succeed him, and filled this post during the remainder 
of his life. He completed the internal fa9ade of the palace, and 
superintended the construction of other public buildings, among 
which the clock tower on the Piazza of St. Mark is generally 

A.D. 1483. included.^ While occupied at Sta. Maria de' Miracoli, Pietro 
received the commission for reconstructing the great chapel in the 

Works at duomo at Treviso and erecting a monument to Monsignor Zanotti, 

AD I486. ^^^ ^^^ ^^^^ ^ large bequest for these purposes. He made the 
necessary designs, and bound himself to execute them with the 
assistance of his sons, but did not probably do so till some years 
later. The ornamental marble-work upon the tomb would be alone 
sufficient to establish our sculptor's reputation as unrivalled in his 
peculiar branch of art. The sarcophagus reste on a projecting base 
supported upon consoles, and is adorned with statuettes. Upon 
its front are sirens holding vases in their hands, and rich leaf- work ; 
and an eagle with spread wings. Its most remarkable feature is an 
exquisite sculptured frieze, which seems to have been worked out 
with a needle rather than vnth a chisel, so finely and delicately 
is it wrought. Pietro also made the tomb of the senator Onigo in 



' Cristoforo Moro reigned from 1462 to 1471. *Guercio e piccolo di stainra, 
maJ volute (dice il Sanndo) dal popolo per la sna avarizia, e in fama d' ipocrita e 
yendicatiyo, beneficando pero nel sno testamento i poveri, i frati, e le chiese.' — 
Bomanin, op, cit, vol. iv. cb. iii. p. 357. 

' Sejvatico doubts tbis (op. cU, p. 19G) because, according to Sanudo, the 
tower was built in 1466 before Pietro was attached to the service of the republic. 
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the church of San Nicol6, at Treviso, which is composed of two 
sarcophagi, the upper one ornamented with leaf-work and an eagle 
placed in the centre of the front paneL A life-size statue of the 
senator, evidently a faithful portrait, stands above the cornice, 
between two shield-bearing pages of graceful design. The lower 
sarcophagus, which rests on consoles and serves as base to the 
upper, is adorned with profile heads of Roman emperors in flat 
relief, and with * putti * bearing comucopiae,^ In the beginning of a.d. 1602. 
the new century Pietro was employed in building the duomo at 
Cividale in the district of Friuli,^ but he certainly returned to Tre- 
viso a few years later to assist Fra Giocondo da Verona in con- a.d.i6oo* 
structing the city fortifications, and then made the doors of the 
churches of San Guaronta, and San Tommaso. According to some 
authorities he was later elected gastaldo, or chief officer of the guild of ^d- i*i*- 
the scarpellini.' This however seems to be doubtful, as he is generally 
supposed to have died at Venice three years before.* The bronze a.d.i6ii. 
monument to Cardinal Zeno at St, Mark's is said to have been made Tomb of 
under his superintendence, but we know by documentary evidence zeno^at 
that the artists who constructed it were the otherwise unknown st.^^^'^- 
sculptor Paolo Savii, and Pier Zuano delle Campane (a scholar of a.d. 16I6. 
Alessandro Leopardi), who cast the heavy and uninteresting statues 
of the Madonna and Child, and SS, John and Peter for the altar.^ 
The monument, which occupies the centre of the chapel, consists of a 
mortuary couch supported upon a quadrilateral base with six large 
figures at its comers and sides. Between the statues are panels 
adorned with female figures in relief, holding branches in their hands. 

^ A sculptured altar near the great door of the church, inscribed ^ Franciscus 
Bettignolo ded. mortnns est 1491/ is probably by the Lombardi, as well as the 
tomb of the apostolic legate, Nicolas Franco (elected a.d. 1501), in the chapel of 
the Sacrament at the Dnomo. The statuettes of SS. Peter and Paul upon the 
altar, and the bas-reliefs of the four Evungelists in roundels upon the roof may also 
be their work. 

' Lettere suite Belle Arti Trevigiane, p. 311. 

' Temanza, p. 91. 

^ This date is adopted by Selvatico, p. 180, and by the commentators of Vasari, 
vol. vi. comm. p. 129. 

* The commission for this work was first given to Leopardi and Antonio 
Lombardo, who speedily quarrelled. Leopardi was then dismissed, and Zuane di 
Alberghetto, with Pier Zuane delle Campane, were appointed to assist Antonio. 
As matters still went ill, the superintendence of the work was given to Pietro 
Lombardo, who agreed to design the figures which Zuane delle Campane was com- 
missioned to cast in bronze (Selvatico, op. ciL p. 190). 
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The bronze effigy of the cardinal is robed in a vestment carefully 
worked out in raised patterns. The features are individual, and the 
statue is conscientiously wrought, but it wants that tender sentiment 
found in so many sepulchral effigies of the last century, which never 
fidls to awaken our sympathy. Pietro is said to have assisted his 
Tomb of sons in making the monument of the doge Pietro Mocenigo at San 
M^nigo. Giovanni e Paolo, but we suspect he did little more than sketch its 
A.D. 1474 general design, as neither in style nor conception does it resemble 
i*D *i488 ^^® other monuments, which have nothing allegorical about them 
and are richly ornamented. Here on the contrary we have sta- 
tuettes of Roman warriors and bas-reliefs of the Labours of Hercules, 
in allusion to the military prowess of this gallant doge who was 
famed for his victories over the Turks, and arabesque-work upon the 
side pilasters and archivolt which is not comparable to that upon the 
Trevisan monuments. In figure- work Pietro was out of his element, 
statuettoi and he rarely attempted it. The only statuettes at Venice attri- 
i^mbLdo. buted to him are those upon the balustrade of Sta, Maria del 
Miracoli, and those of SS. Anthony, John, and Jerome, at San 
Stefano. Where his design demanded their introduction, as in the 
monuments at Treviso, his sons Tullio and Antonio probably 
sculptured them. 
Tniiio Both these artists were clever sculptors, especially Tullio, who 

has been called not only the best sculptor of his family, but of Venice. 
Though an artist of distinguished merit his style is cold and mono- 
BaH-rf>iief9 touous, and his compositions are seldom felicitous. Take for instance 
"*' his two large bas-reliefs in the Cappella del Santo in the church of 
Sant' Antonio at Padua.^ One of them represents a youth healed by 
St. Anthony, after he had cut off the foot with which in a moment of 
anger he had kicked his mother. This scene is represented by ten 
persons, whose hair is elaborately arranged in small curls, standing 
like a row of lay figures, unmoved spectators of the equally unmoved 
sufferer, whose body stretched across the composition produces a 
series of lines most disagreeable to the eye. The second, which 
is equally wanting in life, illustrates the Scripture text * where a 
man's treasure is there will his heart be also,* by the representation 



* Gonzati, op. cii, vol. i. p. 104, doc. 98, gives the contracts for these bas-reliefs 
made with TalUo Lombardi in 1500 and 1501, for 250 ducats apiece. His receipt 
fbr Ml payment is dated December 2, 1525. 
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of St. Anthony discovering the heart of a miser lying in his money 
chest. To feel how meaningless and weak are these conceptions, 
we have but to cross the church to the high altar and look at the 
treatment of both subjects by Donatello, who sets forth his stories 
with point, vigour, and clearness; never distracjts the eye from the 
main centre of action ; is true to nature and sentiment in every line 
and detail, and charms us by his incomparable style. 

We look in vain at Venice for something better calculated to 
sustain Tullio's great reputation. The angels which support an altar Ang^u at 
at San Martino are without expression, and monotonously uniform in tino. 
drapery and action. The Christ and the Twelve Apostles in relief 
at San Giovanni Crisbstomo, are carefully draped and smoothly 
worked, but wanting in life, and stiflFin arrangement. If the bas-relief ^aa-reiief 
on the fa9ade of the Scuola di San Maroo, (see Plate XXIV.) which i^oi^di 
represents St. Mark baptising S. Ansiano, be . really one of Tullio's Marco, 
works, it must be classed as his masterpiece. ' The kneeling saint is 
reverent and simple, St. Mark digrafied, and both figures contrast 
well with that of a woman in the background, whose face is full of 
animated expression, and her action eager and' full of life. The 
composition is so good, the treatment so sculptural, arid the grada- 
tion of relief so well managed that we hesitate to attribute it to 
TuUio. His hand is however ' clearly recognisable in other marbles 
equally unauthenticated, as for instance in some of the bas-reliefs Bas-relief, 
from the Palazzo Suffiolo neiar Modena, which are said: ta have been at Ferrara. 
sculptured by him and his brother Antonio for the'Diike Alfonso 
d* Este, to decorate the Palazzo Belriguardo at Ferrara. Four of 
these reliefs, which represent classical subjects,* are in the same cold 
and unsympathetic style as the bas-relief by Tullio in the Gappella 
del Santo, though they are more highly finished. The remainder 
which consist of griffins, eagles, tritons, and arabesques, are excel- 
lent examples of RenaisBasic'e orAament, and worthily represent the 

> Wlienihe dilkes of the hpuse of Este left Percara they broiight.witb: them 
many precions works of art, inclnding these bas-reliefe, and placed them in the 
Palazzo di Suffiolo ; this eventually came into the possession of Count d'Espagnac 
who brought the marbles to Paris. The Cav. L. N. Cittadella, director of the public 
library at Ferrara, states that notbing is known of their history at Ferrara, and 
that no mention is made of them in thd" Boschitii MS. In one of the meetings of 
the ' Deputazione di Storia Patria ' at Modena, Sig. Malmusi read a paper about 
these marbles and suggested that they perhaps formed part of the works of art 
executed at Belriguardo di Ferrara for Duke Alfonso I. by the Brothers Lombardi. 
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school of Pietro Lombardo. There is no proof that Tullio visited 

Ferrara, so that the belief of hid participation in these works is 

simply based upon resemblance of style. We have yet to mention 

Tomb of the iminteresting monument to the doge Giovanni Mocenigo, 

McKt^^go. which he sculptured for the church of San Giovanni e Paolo, 

Statues of ^jjj ^j^^ coaTSC and vulgar statues of Adam and Eve in the 

AdAm and ^ 

Eve- Palazzo Vendramin Calergi, to which they were removed from the 

monument of the doge Andrea Vendramin in the same church. A 
Not. 17, few years before Tullio's death at Venice he worked with his father 
at Treviso, and sculptured the very beautiful eagle upon the sarco- 
phagus of Bishop Zanotti's monument.^ His brother Antonio is 
L^mUrdo ^^^^% kuowTi to US by a large bas-relief in the Cappella del Santo,* 
Bos-relief representing one of St. Anthony's many miracles, by which an infant 
1606. ' is made to bear witness to the innocence of its mother unjustly 
accused of infidelity. The work is altogether second-rate; the 
figures are clumsily proportioned, stiffly posed, and without expres- 
sion. It gives us no proof that Antonio worked upon the already- 
mentioned bas-reliefs from the Palazzo Belriguardo, but one argu- 
ment for it is to be found in the fact, that he was attached to the 
service of the duke Alphonso d'Este and resided at Ferrara during 
Died 1616. the last eleven years of his life.® 

Anonym- The auouymous marbles at Venice which have been classed as 

ZT" belonging to the school of the Lombardi, comprehend nearly all the 
t^the Renaissance works produced between the last quarter of the fifteenth 
Lombardi. ^^j^jmy ^nd the middle of the sixteenth. One of the best among 
them is a bas-relief over a doorway in the museum of the ducal 



* Tullio was bnried at Venice in the cburch of San Stefano. See the Begistri 
di San Stofano, MS. Cod. della Bib. Marciano, qnoted by Morelli in his notes to 
TAnonimo, note 102, p. 193. 

* Gonzati, op, cit, vol. i. doe. 101. Antonio received 2480 lire for this bas- 
relief (ibid. p. 170). 

* It is certain that the two pretended families of Lombardi at Venice and 
Ferrara were in reality one and the same. Antonio di Pietro, who was the founder 
of the Ferrarese branch, came to Ferrara in 1505, was still in the duke's pay in 
1515, and as we know from his widow's will was dead in 1516. His sons Anrelio, 
Lodovico, and Oirolamo were all under age at the time of his death. Aurelio and 
Lodovico were in Ferrara in 1528. In 1530, or 1534, Girolamo went with his 
brothers to Loreto, and worked there. They afberwards married and settled in 
Recanati. Aurelio died in 1563. Girolamo left several sons, among whom were 
Antonio and Paolo, sculptors, and Pietro, sculptor and painter (Letter from the 
Cav. L. N. Cittadella). 
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palace, (see Plate XXV.) which represents St. Mark with a bishop 
and a saint, presenting the doge Lionardo Loredano to the en- laonudo 
throned Madonna, who by her somewhat impassive countenance and 75th d<^, 
dignified presence reminds u3 of Giovanni Bellini.* The Divine Imi. 
Child standing upon her knee bends forward to listen to the aged 
suppliant, whose expressive ■ face ' and clasped : hands are full" of 
character and truth. The long trailing folds of his ducal mantle 
are disposed with great skill, and worked out with great care. .' If it 
be hard to find a sculptor among the. Lombard! capable, of so 
admirable a work, it is equally difficult to find an author for the 
marbles of the Giustiniani chapel at. San Francesco delle Vigne. s«niptii»« 
This chapel is said to have been built by Agnesina Badoaro after c«ppeii» . 
the death of her husband Girolamo Giustiniani, and to have been ni«m. . 
decorated by Tullio, Antonio and ■ ; ^"' '*, 

Santi Lombardo.* The marbles . 
are evidently by three different 
artists, but not by them we should : 
say, as. TuUio.was dead at-the time,' ' 
Antonio though alive nowhere 
■shows. the requisite capacity, and 
Santi is only known' to lis as an 
architect. The earliest and Best- ' 
may perhaps have been' executed 
before the' chapel was built,' a 
conjecture to which their style 
lends' a colour of probability." 
They consist of a delicately-sculp- 
tured bas-relief of the Last Judg- 
ment, of an excellent statuette' of 

St. Jerome (see Woodcut), and of statuettes of the archangel 
Michael, SS. Agnes, • Anthony and James,* which have much more 

> Loredano seemB to hare especially cnltivated the worship of the Yirgin, fbr 
we find him again represented as kneeling before her, upon the 'qnattrino,' a 
Bqaare coin which was strdck dnriiig his reign (/ Dogi di Tenexia). 

* Zanotti, Guida di Venecia. 

* Cicognara, Sforia della SetUliim, vol. iv. p. 338, ed. in-Svo, and Selvatico, 
op. eil., both ascribe these works to the fonrteenth centnry. The latter, at p. 381, 
saja Jacopo Sansavino bnilt the charch in 1534. Sansavino, Venecia DeserUia, 
p. 48, says the chnrch was rebuilt in oar daj. 

* Selected by Agneeina Badoaro because their names were the xanie as those of 
certain members of her own family find of that of her hnsband. 

D D 
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spontaneity and freedom than the cold but highly-finished alto- 
reliefs of the Evangeb'sts upon the walls of the chapel. Another 
less skilful hand sculptured the half-figures of prophets and the 
bas-reliefs, whose subjects are taken from the lives of our Lord and 
of the Virgin Mary. 
Marble Amouff the works of the transition period between the Gothic and 

parapet at ^*-' ^ * 

the Frari, the Renaissancc, are the bas-reliefs upon the marble parapet around 
the choir of the church of Sta. Maria de' Frari. The panels in the 
spaces between its pUasters are adorned with half-figures of prophets 
and saints, whose heads are expressive, and whose hands and 
draperies show careful study. One among them is supposed to be 
the portrait of the unknown sculptor, who in the devise, ' Soli Deo 
Honor et Gloria,' engraved upon the cartel which he holds in his 

A.D. 1484. hand, disclaims all praise. Another unknown sculptor made the 
monument of Jacopo Marcello at the Frari.^ It is one of the first 
examples of that departure from the noble type of tomb consecrated 
by long usage, and of the use of those incongruous elements, which 
gradually destroyed the solemn character of monumental art. The 
statue of the deceased stands erect upon the monument, with a 
banner in the hand, and male figures in Venetian costume bear 
up the highly ornate sarcophagus. The tomb of the doge Nicol6 
Tron shows still more plainly the decay of taste. It is a 
towering overcrowded pile four stories in height;^ in the first 
are three niches with statues of the doge and the Virtues; in 
the second an epitaph and bas-reliefs of children with vases of 
fruit ; in the third a sarcophagus with recumbent eflSgy and three 
statuettes; in the fourth seven niches with as many symbolical 
statuettes, and above them an arch within which is represented 
the Resurrection of our Lord, while on the top is a God the 
Father, with the Madonna and the Angel of the Annunciation. It 
is not necessary to enlarge upon the confused efifect of such a 
monument, which proves to us that no richness of detail can com- 
pensate for the absence of simplicity and unity of design. Other 
Renaissance monuments at the Frari, in which the skilful hand 
vainly strives to make up for the want of pure taste and correct 

Meichiorre scntimeut, are those of Melchiorre Trevisan, general of the Venetian 

TrevisaD, 
died 1600. 

' A brave Venetian captain who perished under the walls of GhdHpoli during 

the war between Venice and Brcole Duke of Ferrara. 

* Perhaps designed by Antonio Rizzo. 
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republic, and Benedetto Brugnolo, and that of Pietro Bernardo, an Benedetto 
ornate casket, flanked by two seated lions, crowned by a statuette, di^506. 
and supported upon a fluted cornice held up by consoles. Below 
this is a sarcophagus resting upon consoles shaped like Doric 
capitals, between which is an eagle with outspread wings. The 
senseless fashion of surmounting the sarcophagus with an equestrian 
statue of the deceased, which probably originated in the monument 
of Bartolomeo Coleoni at Bergamo, became so identified with the 
Venetian school as to be called ' alia veneziana.' If we recal the 
curtain-drawing angels, the still, straight-lined figure slumbering in 
death, and the sarcophagus storied with Scripture scenes and 
decorated with simple statuettes of the Virgin and the Angel, we 
feel how inferior the monuments of which we have been speaking are 
to those of an earlier date. The tomb of Jacopo Suriano at Santo Tomb of 
Stefano is much better in style.^ The arch, supported by Corinthian suH^o. 
columns, is raised upon a richly-ornamented base, and contains in 
its lunette a bas-relief of the devotee presented to the Madonna by 
his patron saint. Below it is a sarcophagus, with the recumbent 
eflSgy of the deceased, resting upon grifl^s, between which stand 
two genii with torches in their hands on either side of a memorial 
tablet. To see what is considered by some writers as the crowning 
glory of Venetian monuments we must go to the church of San 
Giovanni e Paolo, and look at that of the doge Andrea Vendramin,^ J^^™^ ^^ 
in which the Renaissance displays all its borrowed splendours. ^^^ 
Corinthian columns supporting a triumphal arch ; pilasters and a min. 
broad frieze covered with arabesques; a mortuary couch resting 
upon eagles, and based upon a sarcophagus adorned with niches and 
ornamented pilasters ; wreaths, sculptured panels ; and on the top a 
medallion, supported by syrens. The abundance of pagan elements 
is poorly balanced by the statuettes of Christian Virtues, placed about 
the recumbent efligy of the doge and in the niches of his sarco- 
phagus, virtues which according to history. Andrea Vendramin did 
not possess. Belonging to one of those Venetian families which were 
ennobled for services rendered to Venice during the Chioggian war, 

' An eminent physician from Rimini. 

* Cicognara speaks of this tomb as 'il vertice a cni le arte veneziane si 
spinsero al ministerio dello scalpello.' Selvatico and others are equally extravagant 
in their praises, bnt Raskin shudders at it and finds satisfaction in the thought 
that the man who designed it (Leopardi) was impure in spirit as in art. 

DD 2 
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he owed his election rather to his influential connections than to any- 
personal merit, and his magnificent monument to his great wealth. 
Many of its accessories were sculptured by the Lombordi, among 
which were the vulgar statues of Adam and Eve ^ originally in the 
larger niches outside the columns now filled by personifications of 
military prowess; and the statuettes of Virtues which, if not by them, 
belong to their school. Its general design is said to have been given 
by Alessandro Leopardi, the most eminent bronze-c^ter of his time.^ 
AieMan- xi^g (j^tg Qf j^jg birth is Unrecorded, but we know that he lived at 
p»«ii- Venice in the Contrada of Sta. Maria dell' Orto, that his studio was 
situated in the Piazza del Cavallo adjoining San Giovanni e Paolo,' 
and that in the year 1487 he was banished from the Venetian terri- 
tory for forgery.* In the following year Andrea Verocchio died at 
M88 ^^' Venice, while working upon the equestrian statue of the great con- 
Equestrian dotticrc Bartolomco Coleoni (see Frontispiece), and the Senate 
T^t^ knowing no other artist so capable of completing it as Leopardi, 
cdTOni. allowed him to return with a safe-conduct for six months, which it 
U88 ^^' ^® *^ ^^ supposed they afterwards prolonged indefinitely as there is 
no record of further exile. 

It is necessary to recapitulate here the facts connected with 
Andrea Verocchio's residence at Venice that the reader may be 
able to judge what share each artist had in the production of this 
the noblest equestrian statue of modem times.^ Three years after 
A.D. 1479. the death of Coleoni, Verocchio, who had been for some time occu- 
pied in modelling the horse, heard that the Signory intended to call 
in Donatello's scholar Vellano of Padua to make the rider ; greatly 
incensed he broke his model to pieces and fled to Florence, whence 
he defied the threats of his late employers. After an absence of seven 
A.D. 1488. or eight years he was induced to return by promises of double pay, 

* Now in the Vendramin-Calergi palace. 

^ Zanotti, op. cit. p. 291, says perhaps the monument was designed by Leopardi, 
Temanza and Selvatico consider it probable that he was its anthor. 

» * Elogio di A. Leopardi del Cav. P. Zandomenighi, Atti del Reg. Accad. in 
Venezia a.d. 1858.' 

* Selvatico, p. 221, says documents prove that Leopardi forged the name of a 
sailor called Marino Bernardo. The Cav. Zandomenighi in the above-cited 
eulogium, p. 18, endeavours to explain away the guilt of Leopardi, by representing 
him as the victim of a dissolute nobleman who employed him to nmke facsimiles 
of certain documents without telling him to what use he meant to put them, and 
who when discovered left him to bear the consequences. 

* See Tuscan Sculptors^ ch. i., for an account of Coleoni and the statue. 
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and complete liberty to make the whole group as he should see 
fit. Hardly had he resumed his labours when he was seized by 
an illness which proved fatal. In his will he requested that his 
scholar Lorenzo di Credi should be allowed to finish the horse 
which he had begun (^opus equi per me principiati')/ and although 
the safe-conduct granted to Leopardi states that he may reside in 
Venice in order to finish the horse and statue already commenced,* 
we can hardly suppose that Verocchio had modelled the rider, as 
the will makes no mention of it. Undoubtedly however he left 
behind him some small sketches in clay of the whole group, and 
these must have been placed in Leopardi's hands when the Signory 
commissioned him to complete the work, The general conception 
then belongs to Verocchio, but various reasons incline us to believe 
that Leopardi greatly modified it. He signed it as his own upon 
the surcingle of the saddle, * A. Leopardi opus V. F.,'^ and he was 
known by the surname of * del Caballo/ Great artist though he 
was, Verocchio does not show in any of his works that feeling 
for the picturesque in art which we find embodied to so remarkable 
a degree in this noble cavalier with his stem countenance and 
proud bearing, who sits his horse as if he was made of iron, and 
would face a thousand foes without flinching. When we come to 
examine the head closely (see Woodcut) we find that it is modelled 
with a depth of line which gives it almost the appearance of a 
caricature, and treated with a boldness quite foreign to the dry 



' Gbiye, Carteggio degU Artistic i. 369. 

' 'PoBsa il detto Leopardo stare hio Yenetiis nt tali modo possit perfioere 
eqtiiiin et statoam jam com mrdta lande coeptam.' — Begistri del Oonsiglio dei 
Dieci; Cioognara, Isc, Ven, ii. 297. 

' Temanza, op. dt. p. 110, thinks tlie F. means ftidit, and thus limits Leo- 
pardi's share to the casting of Yerocchio*s model. Sansavino, p. 61, says that 
Andrea Verocchio sculptured this group. Cicognara, ii. 297, cites the inscription 
npon Leopardi*s tomb at Santa Maria dell' Orto, in which he is only mentioned as 
haying made the base on which the group stands ; and says he considered it 
doubtful whether Leopardi made a new model or cast that of Verocchio. The 
Gay. Zandomenighi in his eulogium of Leopardi makes no scruple of assigning to 
him the honour of the whole work. Selyatico, p. 215, thinks that the horse was 
cast on Verocchio's model because the Florentine style which he detects in it 
approaches much nearer to the antique than that of any Venetian sculptor. 
Sanuto, lib, i. pt. i. p. 68, says : * II 21 de marzo 1496 fti discoyerto el cayalo . . . 
et e da sapere che il maestro che lo fece e chiamato Alezandro de Leopardis.* 
Veneto. Reg. del Cwisiglio dei Dieci, 27 gen. 1495 : * A. Leopardus . . . ita perfecit 
statuam ill. Barth. Colleoni . . . et equum ut ab omnibus magnis laudibus.' 
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precise manner of the realistic Verocchio, who carried into sculpture 
the careful habits of the goldsmith. That the statue might etand 
at a sufficient height above the pavement to produce its due effect, 
Leopardi made for it a lofty pedestal, justly admired for the har- 
mony of its proportions and the elegance of its details. It is adorned 
with six (Corinthian columns, into whose capitals dolphins are intro- 
duced as emblems of the Sea-city 
which reared the statue, and with 
a very elaborate frieze composed 
of trophies and marine animals. 
It was exposed to public view on 
the 2lBt of March, 1496, to the 
great admiration of the whole 
city. The delighted Signory deli- 
berated upon commissioning Leo- 
pardi to model and cast bronze 
gates for the Porta della Carta, 
but the project was abandoned, 
and in its place he was ordered to 
standard make three standard bases of 

i>»»«;.on bronze for the Piazza of St. 

the Plana 

of St. Mark's. Each pedestal is sup- 

ported upon three winged lions, 
and decorated with figures and emblems typical of the wealth 
and power of Venice. Here are Nereids and Tritons bearing 
fruits across the sea, and ships and protecting deities with their 
attributes. The middle one is further adorned with a highly- 

A.D. ifioi finished head in profile of the doge Leonardo Loredano. Leo- 
pardi's great reputation is sustained by three richly and tastefiilly- 

Candfl- ornamented candelabra at the Academy. Like most of the artists' 

Iftbrftftt . . y 

theAcB- of his time he was a practical architect, for we are told that 

Archi- he made a design for the Scuola della Misericordia which was 

vDiiu. accepted, though never executed, and that he built the church of 

«.i>. 1S07. Santa Giustina at Padua aftier the plans of Antonio Rizzo. The 

date of his death is uncertfun, but it must have been much later 

than is generally stated, as he was working at the Zecca in 1522,* 

and is spoken of by a Venetian author nineteen years later as 

' BcgUtri del Coosiglio dei Dieci. 
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* the new glory of our age, who shmes like a star in the Venetian 
waters/* Leopardi had several contemporaries who were not 
destitute of talent, such as Lorenzo Bregno, Zuane Zorzi called 
Pyrffoteles, Antonio Dentone, and Vittor Camello or Gambello,^ J}^^^,. 
who was sculptor, bronze-caster, and medallist. Gifted with re- torn 

... . 1460 (?), 

markable powers of imitation, Camello counterfeited antique coins died 1539. 
so perfectly that they deceived even the most expert. Sometimes 
in his portrait medals, as in the two of himself, he adopted the a.d. 1490. 
antique style ; and then again, as in that of Gentile Bellini, fol- a.d. 1600. 
lowed, though he never rivalled, the great Italian medallists.* 
His want of individuality, and tendency to imitate the most 
opposite st}"les, is observable in his marbles and bronzes. Thus 
his statuettes of the Twelve Apostles at San Stefano, and those of 
the Virgin, St. John the Baptist, and the Apostles at the Frari, are in 
a quiet simple style resembling that of the Massegne ; while the two 
battle scenes in relief* at the Academy are violent and exaggerated 
in action.* We learn that rhyming was one of his accomplishments 
from the verses of Comelio Castaldo, whose extravagant praise 
may be partially ascribed to gratitude for the medallion portrait 
which Camello made of him. We give the lines taken from one of 
Castaldo's sonnets : — 

' Chi vedr^ di Camelo la scultnra, 

E di Camelo le onorate rime, 

Converra che fra se tacito stime 
Che da Cameli ayesse la natara, 
Perch^ non cape in una creatnra 

Questa e qnella yirtu, tanto sublime.'^ 



* Pier Contarini in a book entitled Argo Volgar^ printed in 1541 ; Cioognara, 
Isc, Van. ii. 222, 297. 

* Zani, Enc. Met. vii. 176, says that Camello was a Vicentine. 

> Among the medals of Gambello are those of Qaleotto, marzo 1483 ; Pope 
Sixtus rV., 1484 ; an allegorical subject, 1490 ; the doge Agostino Barbarigo, 
1486 ; the doge Andrea Gritti, 1523 ; Francesco Fasnolo and Comelio Castaldo, 
jurisconsults. 

^ Made for the tomb of a Captain Briamonte. 

^ Other works attributed to him are two figures which sustain a chimney-piece 
in a chamber of the ducal palace, a God the Father with angels and statuettes of 
SS. Anthony and Francis over the altar of the sacrament at St. Mark's, the 
Gobbo del Rialto on the Piazzo del Rialto, a statuette of Mars over the great window 
of the fa9ade of the ducal psJace towards the Lagoon, a Justice on the Piazza at 
Murano, and the Slaves of the Contarini monument at Sant' Antonio di Padua. 

® Zani, Enc. Met. vii. 176 ; and Morelli, notes to TAnonimo, note 153, p. 249. 
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These verses are mildly laudatory compared with others addressed 
by Italian poets to artists far less eminent than Camello.^ Those of 
the poet Guarino for instance upon a group of Venus and Cupid 
pyrgo- " sculptured by Pjrrgoteles, may be taken as a specimen : — 

' Pyrg^teles Veneti signnm neqne Coos Apelles 
Nee vincet clari dextera Praxiteles.' 

This Pyrgoteles was in truth an artist of very mediocre talent. 
The Venus and Cupid celebrated in these swelling lines does not 
exist, but we may judge that it could not have been a very won- 
derful work of art from the feeble group of the Madonna and Child 

A.D. 1618. in the lunette over the door of Sta. Maria dei Miracoli, and the in- 
significant statuette of Sta. Giustina on the holy-water vase in the 
church of Sant' Antonio at Padua.^ Among the sculptors of some 
note at the latter end of the fifteenth century was Antonio Dentone, 
whose group of the Admiral Vittore Cappello kneeling at the feet 
of Sta. Elena, which originally stood above the door of her now 
destroyed church, is placed high up against the transept wall of San 
Giovanni e Paolo, near the door of the sacristy. The figure of the 
saint is not devoid of grace, nor the head of the admiral of truth to 
nature. Dentone made the monument to this admiral and that to 
Orsato Giustiniani at Santa Eufemia, both of which after being 
removed to the cloisters were broken up.^ The latter consist^ of 
a sarcophagus with statuettes of the Virtues at its four corners, and 

PietA at a rccumbcnt effigy.* The Pieta in the sacristy of Sta. Maria della 
Salute which is attributed to him, shows complete ignorance of 
the rudimentary principles of bas-relief. The face of the Virgin 
is distorted by a grimace which looks as much like laught>er as 

' Camello had a son named Domenico who was the sculptor of a bas-relief, 
dated 1571, over an altar in the church of San Giuseppe at Venice. 

* The record of payment for this statue published by Gonzati, op. eU. doc. 130, 
in which the artist is mentioned as M. Zuane Zorzi * dicto Pyrg^tele,* first revealed 
his real name. Zanotto, p. 305, note 2, erroneously speaks of him as Gio. Ettore 
Maria Lascari a sculptor who died of the plague in 1528. 

* Both Vittore Capello and Orsato Giustiniani, touched by the grief of the 
unfortunate doge Francesco Foscari, vainly endeavoured to obtain pardon for his 
son Jacopo when banished for the second time from Venice. Both distinguished 
themselves in the conduct of the Venetian fleet against the Turks. Giustiniani 
after filling many civil and military offices with great honour was so cast down by 
his defeat at Metelino that he retired to Modena where he shortly after died 
(Romanin, iv. 318). 

* Sansavino, lib. iv. p. 80 ; Cicogna, Isc, Ven^ ii. 57. 
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grief ; the lines of the figures and draperies are hard and angular, 
and the rocky landscape background is a specimen of the worst 
sort of pictorial sculpture.^ With Lorenzo Bregno, who worked Lorenro 
at Venice in the early half of the sixteenth century, we close our 
account of this period of the Renaissance. He perhaps designed the 
monument to the Admiral Benedetto Pesaro above the door of 
the sacristy of the Frari, and he sculptured the statue on the top 
of the sarcophagus which represents him standing with a banner 
' in his hand, as well as the statue of Dionigi Naldo da Briseghella at a.d. idio. 
San Giovanni e Paolo, and the statuettes of SS. Andrew, Peter and 
Paul above an altar in the church of Sta. Maria Mater Domini — all 
figures of little merit. None of these artists had any marked indi- 
viduality. Some record of payment, or generally-credited belief, or 
mention by a contemporary author, alone connects them with such 
and such a monument or statuette. 

There was no sculptor at Venice in the beginning of the six- 
teenth century strong enough to found a school and stamp it with his 
impress.^ Unfortunately Jacopo Sansavino,^ who came to bind all 



' This relief was formerly in the Cappella Giustiniani at the church of the 
Gertosini (Cioognara, vol. v.). 

* Note — containing names and notices of scnlptors of small repute of the six- 
teenth century : — 

Bernardino Quatrini, tajapietra, contracted for certain works in the cloister 

of S. Antonio, A.D. 1503 (Cicogna, i. 364). 
Francesco Quatrini, ditto, a.d. 1548, June 29, agreed to complete the fe^ade of 

this church (ibid.). 
Ste&no di Cortero or Gortesi, tagliapietra, in April 14, 1592, buried at 

S. Margherita (Cicogna, no. 14, p. 284). 
Sebastiano, tajapietra, 1506, contracted for work about the church (ibid.). 
Bernardino Ganozio, sculptor and architect, belonged to the G^nesini family 

of Bovigo, 1501 or 1502, contracted to make the stalls of the Duomo di 

Ferrara adorned with intaglio and intarsia work, died about 1507 (Gitta- 

della, op. eU, p. 58). He was son of Lorenzo Ganozzi called * del Goro ' (see 

Gonzati, ii. 141-2). 
Daniele di Bemadino Ganozzi, I> W* Daniele da Laudinare, ' M^* d' intarsia 

e di prospettiva, negli anni 1509-12 e 13,' also worked in choir of duomo 

di Ferrara (ibid. p. 59). 
Giovanni Giacco or Giachino, sc. Ven. fl. 1537 (Zani, x. 271). 
Gristoforo del Legname, 1505, sculptured a bust of Matteo Piovano for the 

church of San Gimignano of which he was architect (Gicognara, iii. 110). 
Niccolo Boccatagliata received 160 ducats for bronze statue of SS. George and 

Stephen (ibid. p. 344). 
3 For an account of Jacopo Sansavino's career in Venice, sec Ttiecau Sculjjtursy 
vol. i. ch. ix. 

££ 
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Jacopo these scattered forces together, was not an artist of sufficiently fixed 
saw. principles to keep himself in the right path, or bring them back to it. 
at Venice. Bom and bred in Tuscany, nourished upon the antique, and having 
given proof in his eariy works of its effect upon his mind, his 
establishment at Venice prombed the most beneficial results to art, 
but instead of stemming the current which was running in the wrong 
direction, he yielded to it, and by his teachings and example en- 
couraged license in style and contempt of tradition. For forty years 
he was the acknowledged head of the Venetian school of architecture 
and sculpture, and without his sanction nothing was undertaken. 
How deleterious his influence had been was seen before his death, 
when his scholar Alessandro Vittoria dragged art down into the mad 
Sculptors extravagances of the Baroque. The architects of this style, if style 
Baroque it can be called, declared war against the straight line, erased logic 
"^^^* in construction from their system of art, and overloaded their 
buildings with meretricious ornament. Following their lead, sculp- 
tors twisted the limbs of their statuettes into the most impossible 
positions, hollowed out the folds of their draperies like chance furrows 
in broken rocks, and aiming altogether at novelty for novelty's sake, 
indulged in caprices of the chisel, false to nature and to t^ste. We 
do not propose to enter at any length into an account of this corrupt 
period, concerning which enough may be gathered from a sketch of 
the life of its leader who is the type of his school. 
Aiessan- Alcssandro Vittoria was the son of a respectable citizen of Trent, 

ria, born named Virgilio Vittoria della Volpe. When a very young man he 
came to Venice and entered the studio of Jacopo Sansavino, which 
was well furnished with casts and other materials requisite for study, 
and greatly frequented by young artists of the day. With a mind 
quick in its conceptions, extreme facility of hand, and taste unre- 
strained by correct principles, which alone could have checked the 
natural lawlessness of his disposition, Vittoria spent the years which 
he should have devoted to severe study, in modelling ornaments for 
public and private buildings in stucco, a material which allowed of 
rapid free handling, and was therefore peculiarly adapted to his 
habits of work. Even Sansavino was at last so shocked with the 
license of his pupil that he reproved him severely, in consequence 
A.D, 1649. of which Vittoria left Venice for Vicenza, where he remained for 
four years working for Palladio, who availed himself of his talents 
as a decorator, although his style must have displeased that rigid 
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follower of Vitruvius. The friendship between Sansavino and Vit- 
toria became warmer than ever, after the reconciliation which was 
brought about between them by their mutual friend Pietro Aretino, 
and which was followed by Vittoria's immediate return to Venice, 
where he was associated with his master as decorator of the build- 
ings which he erected. The rich stucco ornaments of leaves, trophies, 
and grotesques in the ceiling of the library, and those in that of the 
* scala d'oro ' at the ducal palace, are examples of their co-operation, 
but it is to be remarked that Sansavino rarely entrusted any archi- 
tectural enterprise to Vittoria, as their principles of construction 
were so opposite. After the death of Sansavino everything fell 
into the hands of Vittoria, without whose patronage no young 
artist could hope to succeed at Venice. Among the architectural 
works which he carried out was the rebuilding of the Cappella del 
Rosario,^ at San Giovanni e Paolo, which was decided upon in con- a.d.i67i. 
sequence of a great naval victory gained over the Turks by the 
Venetian fleet, on the ' festa' of the Madonna of that name. He 
decorated the spaces between the pilasters disposed against its walls 
with colossal figures of prophets and sybils, conceived in his extra- 
vagant style. He also built the Scuola di San Girolamo and decorated 
it with many sculptures, but one of which, a bas-relief of the Cruci- 
fixion, has escaped destruction ; and the Palazzo Balbi on the Grand a.i>. 1582- 

... . . i^^o. 

Canal, whose fa9ade is covered with vicious detail. The same facility 

of invention and handling, and the same corrupt taste, are displayed 
in the gigantic Caryatides which stand on either side of the doorway 
leading to the old library, and in the Evangelists in the church of San 
Giorgio Maggiore. The marble statues of St. Jerome at the Frari 
and San Giovanni e Paolo remind us of the works of Michel- 
Angelo's scholars, by their strained attitudes, their want of signi- 
ficance in expression, the position of their hands, and their 
exaggerated muscular development. His busts are more satisfactory 
than his statues. Among them is that which decorates his tomb 
in the church of San Zaccaria.^ Those of Tommaso and Gaspare 
Contarini at Sta. Maria delP Orto are excellent, they have life and 
individuality, and are well draped. Vittoria was twice married, and 
died at the age of eighty -five in his house at San Giovanni in 



' Lately destroyed by fire. 

^ * Qni vivens vivo duxit e marmore vultns.' 

BE 2 

1 
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Bragora, leaving a large sura of money to the poor, and to the con- 
vent of San Zaccaria. He had many scholars who without any of 
bis merits aped his defects, and if possible surpassed him in ex- 
travagance of style ; such for instance as Tiziano Aapetti of Padua, 
who cast the mannered and defective statues of Moses and St. Paul 
for the ia5ade of San Francesco della Vigne, and the very faulty 
colossal figure in the passage-way leading to the Zecca. His busts 
of Marcantonio and Agostino Bragadino, and that of Sebastian 
Venerio at the Academy are less objectionable. Nicoli di Conti 
and Alfonso Alberghetti of Ferrara who made the wells in the cortile 
of the ducal palace were also scholars of Yittoria, as well as the 
unknown artists who made the bronze candelabra at Santo Ste&no, 
the Salute, and San Marco.' 

' Venetian scolptors of the sut«eiitb century not montiondd in the text — 

Domenigo di Bernardino tajapierft worked at San Giovanni in 1582 

(Cioognara, iii. 88). 
Bartolomeo Ridolfi, flourished last half of eixteeuth century. He vas Uie 
Bon-in-law of Faloonetti the painter, scholar of Helaxto di ForlL Hia 
works in Poland, where he long Uved and died, obtained great repnta- 
tioD for him in that oonntc;. He adorned the Palazzo Cbiericato at 
Verona (bnilt by Palladio 1550-67) with stnccoes (Ricci, op. cil. 
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CHAPTER VI. 

VERONA, VICENZA, PADUA, MANTUA, AND BRESCIA. 

VKRONA. 

THE earliest sculptors mentioned at Verona are Magister Urso, or Early 
XTfkwvn ABA 
Oreo, and his scholars Gioventius and Gioviano, whose names acuiptors. 

were inscribed upon a ciborium in the church of San Giorgio di Val 

Pulicella.^ They are supposed to have been refugees from the 

Roman Campagna, who when Alboinus descended with his Lombard 

followere into Italy, fled with many natives of the invaded provinces 

to the Isola Comacina, and eventually became membere of its famous 

body of architects.^ In the ninth century we find a Maestro Pacifico, 

and three hundred yeare later a little band of sculptors, named 

Guglielmus, Nicolaus, Briolottus, and Adaminus, who took part in 

the decoration of the venerable church of San Zeno, which though scuiptuws 

founded in the sixth century was not completed till after the middle Zeno. 

of the tenth, by the Emperor Otho I. Guglielmus, who has been a.d.96i. 

identified with the Wiligelmus who sculptured the bas-reliefs and 

portal ornaments about the duomo at Modena,^ and Nicol6, who 

may perhaps be the Nicol6 del Ficarolo who decorated the exterior 

of the duomo at Ferrara,* made the rude bas-reliefs representing 

subjects (named in accompanying inscriptions) from the Old aad 

New Testament, fantastic animals, knights on horseback,^ &c., &c. 

^ ' Ursus Magister, cnm discipulis suis Javentias et Javmns, edificayit banc 
civorinm.' — Carlo Troja, 8t, del Medio Evo, vol. iii. p. 556. 

* In note 7, this writer says that these men were Bomani Longobardizzati (see 
also Ricci, op. cit. i. 175). 

' ' Salvet in satemnm qui scnlpsit ista GhiglielmnSy' inscription on fa9ade of 
S. Zeno. (Abont WiHgelmns see chapter npon Sculpture at Modena and intro- 
ductory chapter to Tuscan Sculptors^ vol. i.) 

* See chapter on Ferrara. 

* One of the knights on horseback going to the chase is supposed to be meant 
for Theodoric who according to a legend was supplied with men and horses by the 
infernal powers. 
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which cover the walls of the fa9ade on either side of the great 
portal.^ The forms of the figures in these compositions are short 
and clumsy, their eyes are marked by round holes bored into the 
stone, painted black, and the draperies and accessories still bear 
traces of colour. In the lunette above the portal, San Zeno is 
represented standing on a dragon, surrounded by a crowd of people 
and knights on horseback. The doorway is closed by wooden doors 
covered with metal plates beaten out into reliefs of the very rudest 
description. They represent scenes from the Bible, and miracles 
worked by San Zeno. Their date is unknown, but as they are 
even more barbaric than the reliefs on the fa9ade they are sup- 
Brioiottua. poscd to antedate them.^ Briolottus made the baptismal font within 
the church, and the beautiful round window above the fa9ade portal. 
His very original idea of making this window emblematic of Fortune's 
wheel shows him to have been an artist of thought and imagination. 
It is covered with little figures, some sitting, some climbing upon it, 
and some falling from it, and Latin verses are inscribed about it in 
which the fickle goddess says * I elevate some mortals and depose 
others ; I give good or evil to all ; I clothe the naked and strip the 
clothed : in me if any one trust he will be turned to derision.' * 

^ They are disposed in a double row. Those to the left beginning at the bottom 
represent — 

1. Fantastic animals. 5. Creation of animals. 

2. Do. 6. Creation of Adam. 

3. Creation of Eve. 7. Men on horseback. 

4. Disobedience. 8. An animal devouring a deer. 

Tliose to the right represent— 

1. The Kiss of Judas. 7. Annunciation. 

2. The Crucifixion. 8. Joseph Sleeping. 

3. Flight into Egypt. 9. The Adoration of the Magi. 

4. Baptism of our Lord. 10. Knights on horseback. 
6. The Adoration. 11. Do. 

6. Simeon. 

^ Mafiei, Verona Illustrata, 8vo ed. vol. iv. p. Ill, gives no date. Grailhabaud, 
(UisL de V Architecture du v"« au xvii"** eiecle) states his belief that they belong 
to two epochs, the latest having been made after a fire in mclx. 

• * En ego Fortuna moderor mortalibus, una 

Elevo, depono, bona cunctis vel mala dono ; 
Induo nudatos, denude veste paratos : 
In me confidit si quis, derisus abibit.' — Ricci, vol. i. p. 490, nof>e 75. 

Zani, Enc. Met. vol. iii. (Parma, 1819) says that Briolottus was a Veronese, who 
lived between 1045 and 1110. 
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Adaminus carved his name upon one of the capitals of the double 
shafts which divide the entrance to the crypt.^ These shafts support 
an architrave sculptured with reliefs of a fanciful character represent- 
ing a centaur hunting a stag, a dead fox hanging on a staff carried 
by two cocks, birds sitting upon trees, snails, frogs, and imaginary 
animals/^ These strange subjects are rendered in a spirited 
manner though barbarously drawn. We see how much better the 
Romanesque sculptors succeeded in ornamental work than in figure 
sculpture, by comparing it with the colossal San Zeno in the choir 
of this church, whose clumsy form and red painted face gives him 
the appearance of a huge doll* Nor did they succeed much better 
in carving figures in alto-relief of a large size, to judge by those 
about the portal of the duomo, which were probably executed in Sculptures 
the early part of the twelfth century.* In allusion to the popular p^i of 
tradition that the church was founded by Pepin, the artist has here ^ "^"*^* 
introduced the paladins of Charlemagne; Roland with his stout 
sword Durindarda, and his companion Olivier, short thickset forms 
with staring eyes and vacant faces, with draperies and outUnes 
marked by fiirrows dug into the stone. The symbols of the 
evangelists, the prophets, and some of the Virtues upon the archi- 
trave ; the signs of the zodiac upon the archivolt ; and a group of 
the Madonna and Child with men on horseback to the left, and a 
crowd of devils, animals, &c., &c., to the right in the lunette over 
this portal are all equally barbaric. 

Although no other Italian city can boast such a number of 
pre-Revival sculptors as Verona, no school was developed there from 
their rude beginnings. Not one Veronese sculptor of the thirteenth 
century is known to us, and when in the fourteenth the lords of scuiptur© 
Verona wished to adorn their family burial-place with those superb l^jth Ld 
Gothic tombs which make it one of the most striking and interesting tariw^**^ 
cemeteries in Italy, they were obliged to send to Milan for Perrino 
and Bonino da Campione. Various works, such as the tomb of 



' Maffei, Verona lUustrata, iv. 123. The inscription is * Adaminns de San . . . 
Giorgio me fecit.' The capital is given in Buskin's Stones of Venice, vol. i. plate 17, 
and spoken of at pp. 313-14. 

* See Appendix to Stones of Venice, no. 8, p. 362. 

' It is not known when the dnomo was commenced. It was completed in the 
year 806. The facade was raised in the year 1115 to which time the style of the 
sculptaros corresponds (Ricci, op. cit, i. 260, and ii. 600). 
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A.D. 1380. Santa Agata in the duomo; that of a knight, and another of a 
member of the Pellegrini family at Sant' Anastasia; and that of 
Giovanni Scaliger at San Fermo, are in their style, and may 
have been Bculptured by them or after their designs, as the only 

GioTanni Veronese sculptor of the time was Giovanni di Birino, who made a 

di Bigino, • 

ii. 1392. statuette of St. Proculus for a monument in the church of San 
Fermo. We may then safely say that the first great Veronese 
neiio, bora aitist was Victor Pisano, called II Pisanello, who revived the neg- 
diedi447. Iccted art of the medaHist., and founded a school, which was illus- 
trated by the scarcely less famous names of Matt^o de' Pasti his 
compatriot, and Sperandio of Mantua. Both Pisanello^ and 
Matteo de' Pasti * are mentioned as sculptors, and such they were 
in a restricted sense. Where indeed can we find more delicate 
shades of modelling, greater truth to nature, more exquisite taste in 
the use of costume and arrangement of drapery than in the profile 
heads upon Pisanello's medals, or bolder foreshortening than in those 
groups of mounted cavaliers with which he adorned their reverses ? 
but until some marbles or bronzes, whether statues, statuettes or 
bas-reliefs, can be pointed out as his work he can hardly be classed 
of Uw^^^ ^ ft sculptor. No trace of Pisanello's influence is perceptible upon 
t^.^** those contemporaneous artists who sculptured the tomb of the 
Died 1432. Cavalicr Cortesia Sarego in the choir of Sant' Anastasia, which con- 
sists of an equestrian statue placed ^ alia veneziana ' upon a sarco- 
phagus, or the terra-cotta bas-reliefs fi^om the life of our Lord 

> Tommasini, Vita di L, Pigneriay Amstei'damy 1669, says : ' Eminent Pisani 
pictoris et statuarii maxima torenmata qnsa vocamns Italice medaglioni;' and 
Mods. Giovio, Letter to Dake Goaimo, November 12, 1551, published in Bottari, Lett. 
Pitt. y. 82 (ed. Milano, 1822), says that Pisanello was ' prestantissimo nell' opera 
de^ bassirUievi ; ' but in the context his meaning is clear : ' E percio si veggono di 
sua mano molte lodate medaglie di gran principi,' &c. &o. So also Facio, De Virit 
IllustrihiSt says : ' Picturee adjecit fingendi artem. Ejus opera in plumbo atque sere 
sunt Alphonsus,' ^. &^, Tito Strozzi in his Elegia (Mafiei, vol. iy. ch. vi. p. 298) 
says he surpassed L3r8ippus and Phidias, but this is a ' fa9on de parler' common at the 
time. Cicognara attributes to Pisanello the bas-rehefs at San Francesco di Rimini 
(see 8vo ed. vol. v. p. 554, in a note) ; but Alberti began to build that church in 
1447 and Pisanello died about 1451 (see Comm. alia Vita di Y. Pisanello, Yasari, 
iv. 179). Bemasconi, Studit, Ac. (Yerona, 1859), at pp. 5, 6, shows that he must 
have died before 1455, and was probably bom about 1380. Yasari does not give 
the date of his death, but says he was * assai ben vecchio.' About the bas-reliofis 
at Rimini see Tuscan Sculptors^ vol. i. ch. vii. 

* Maffei, op. cit, vol. iv. ch. vi. p. 300. Roberto Yalturio in his work De re 
MilUariy printed in 1472, speaks of Matteo de' Pasti as ' singolar nella pittura, nclla 
scultura e ncll* intaglio.' 
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upon the walls of the Pellegrini chapel, whose inordinately long- 
proportioned figures and clinging draperies indicate a Milanese 
influence ; or the simple, pleasing, and well-draped statues of saints 
in niches upon the pilasters of a chapel in the left side aisle of Sant' 
Anastasia, which are adorned with arabesques and cherub heads in 
an excellent Quattrocento style. 

In the preceding chapter we spoke at length of the most eminent 
Veronese artist of the fifteenth century, Antonio di Giovanni 
Bregno, detto Rizzo, we therefore pass on to the Cinquecento 
sculptors, of whom the most eminent was Girolamo Campagna, an oiroiamo 
able sculptor, but not strikingly individual. We first hear of him bom 1522. 
at Venice, employed to sculpture the statue of the doge Loredano, 
which forms part of a very mediocre monument designed by his a.d. 1542. 
master Danese Cattaneo da Carrara. At what period he made the 
bronze statues of the Madonna with the Angel of the Annunciation 
for the fa9ade of the Palazzo del Consiglio at Verona, and that of 
the Virgin for that of the CoUegio dei Mercatanti is not known. 
Mannered in style, affected in attitude and Baroque in drapery, 
they mark a phase of his career of which we have no other example, 
and lead us to suspect that he had fallen under the influence of 
Vittoria or some other of Sansavmo's scholars, during his residence 
at Venice. After the death of his master he went to Padua, with a 
warm letter of recommendation from the painter Salviati to Benavides, 
a patron of art and artists, who was one of the persons appointed to 
name some fit sculptor to carry out a commission originally given to 
Cattaneo for a bas-relief in the Cappella del Santo at Sant' Antonio.* Bas-relief 
Through his influence Campagna obtained it,* and worthily ftJfiUed Antonio. 
his promise to do all in his power to satisfy his employers, by ^•'^•^^^s. 
endowing them with his masterpiece. The subject given to him 
was the resuscitation of a murdered man by St. Anthony who, 
according to the legend, had been miraculously transported from 
Padua to Lisbon that he might testify to the innocence of his own 
father who was unjustly accused of the crime. The bas-relief tells A.D.1577. 
its story^ is well composed, carefully executed, and though somewhat 

' Gbnzati, (yp, eit. doc. 93, vol. i. p. 166. The letter is dated November 27, 
1573. For an accoant of Benavides see Tuscan BcuLptors^ vol. ii., life of Bart 
AmmanatL 

' Yincenzo de' Grandi, Gian Girolamo detto del Castello, Ant. Gallinl and 
Francesco Segala competed with him for it. 

FF 
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conventional in style surpasses the bas-reliefs by the Lombardi, 

Sansavino, and other sculptors of note, among which it is placed.^ 

After completing it he established himself at Venice and married, but 

A.D.1680. on the death of his wife he returned to Padua to make the elaborate 

Other and much overloaded bronze tabernacle which decorates the altar in 

Cam * ^^ th^ Chapel of the Holy Sacrament at Sant' Antonio. The remainder 

P®^*" of his life was spent at Venice, where he produced many Works, among 

which are small statues of Sta. Chiara (see Tailpiece) and St. Francis 

A.D. 1691- at Sta. Maria de' Miracoli; a bronze group of God the Father with 

angels standing on a gilded globe,* and a heavy ill-proportioned 

4.D. 1695. marble group of the Virgin and Child with angels at San Giorgio 

Maggiore ; the figures in relief upon the Ponte del Rialto^ of the 

Virgin and the Angel of the Annunciation and the patron saints of 

Venice ; a Sta. Giustina over the door of the arsenal ; statuettes of 

SS. Mark and Francis, and a bronze crucifix in the church of ihe 

Redentore; and the colossal figure of St. Sebastian at the Zecck* 

The date of Campagna's death is not known, but it has been fixed 

too late by those who confound him with another artist of his 

AD. 1604. name, Girolamo the younger,^ who sculptured the very mediocre 

statue of Federigo Duke of Urbino on the staircase of the ducal 

palace at Urbino, and who was still alive in 1623.* The only other 

Giuiio sculptors of this period are Giulio di Girolamo della Torre, who 

Md^o^h^ after having in his youth read law at Padua with great applause and 

M^th^™ gained some notice as an author, attained distinction as a bronze- 

16th cen- caster and medallist;^ Giovan Battista, who made a crucifix for 

A.D. 1631. the duomo at Mantua which is highly praised by Vasari;^ and 

A.D. 1684. Alessandro Rossi, who made a statue of San Bernardo Abate for 



* Completed in 1577, and signed * BKeronymus Campagna, Veronen. scnlp.' 

' Cost 1650 gold ducats. Girolamo was assisted in casting it by his brother 
Giuseppe (Cicognara, vol. iii. p. 267, and doc. 239, p. 342). 

' The suggestion that there were two Campagnas from Verona of the same 
name was first made by the Abate Zani. Gnalandi, op. cit. serie v. pp. 75-78, 
gives the contracts which he thinks belong to Girolamo the younger. They are 
dated May 8 and April 27, A.D. 1604. 

* Temanza, pp. 519-28. 

* His treatise De Felicitate, published in 1531, was dedicated to his sister 
Paulina. Maflfei, op. cit, vol. iii. lib. iv., places him among Veronese authors. In 
vol. iv. ch. vi. p. 301 he suggests that he may have made the bronze bas-reliefs on 
the Della Torre monument at San Fermo— but this is impossible as they are known 
to be by Andrea Riccio. 

^ See Vasari, ix. 168. 
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the church of Sta. Marift at Carrara, and sculptured one of the ugly 
hunchbacks who support the holy-water vases in the church of Sant' 
Anastasia at Verona.' 

We caimot take leave of Verona without speaking of the beau- MarWe 
tiful marble candelabra in the duomo, which are first-rate examples ilTthe ^ 
of Renaissance ornamental work, and belong, judging from the ^^^'"^• 
more rounded character given to their salient portions, to the six- 
teenth rather than to the preceding century. Early Renaissance 
sculpture is always flat*sur£Etced, both in figures and ornaments, and 
its details, which here rather overcrowd the decorated spaces, are 
simpler and more delicately modelled. A certain Paolo, detto delle 
Breze, fi-om Rome is popularly said to have sculptured them, but 
we are unable to say who this person was. Nothing in the works 
of the only Paolo Romano known to us indicates such excellence, 
nor did he ever (as Gu as we know) practise ornamental sculpture. 
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An excellent sculptor of ornament from Vicenza, named Girolamo 
Pironi, who lived in the first half of the fifteenth century, carved an GiroUmo 
elaborate pilaster for the Cappella del Santo in the church of Sant' an^^er 
Antonio at Padua.*^ The vines, the birds perched among their scS^m! 
leaves and pecking at bunches of grapes, the snakes and snails, 
show loving and careful study of nature. At the foot of the vine 
lies the boldly foreshortened figure of a sleeping man. Another A.D.1517. 
Girolamo da Vicenza,* who flourished in the sixteenth century, 
made the tomb of Pope Celestine V. in the church of Sta. Maria 
Collemaggio, at Aquila in the Abruzzi; and about the same time ▲j>.i6i5. 
a Vicentine sculptor, named Rocca, executed certain unknown 
marble-works for the CoUegiata of Sta. Maria Maggiore at Spello,* 
Vincenzo da Vicenza was a sculptor of ornament who worked at 
Trent in the church of Sta. Maria Coronata;^ and Nicol6 da Comedo 



^ Its pendent is said to be by Gbtbriello Caliari the &ther of Paul Veronese. 
' Signed, ' Hie P. faciebat.' Gonzati, op. cU. vol. i p. 163, note 3, says date 
uncertain. 

' Leosini, p. 232. 
* Bicci, op. ciL iii. 90. 
» Ibid. iu. 337. 

ff2 
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(a town in the territory of Yicenza) made a marble ancona of very 
little merit for a church at Trissino.^ 

These few are the only sculptors known to us as natives of the 
city, whose chief artistic glory lies in having given birth to the 
renowned architect Palladio. 



Tuscan 
artists at 
Padua. 



▲.i>. 1280. 
A.D. 1320. 



FraCla- 
rello da 
Padova. 

June 12, 
1256. 



▲.D. 1292. 



▲.D. 1290. 



PADUA. 

Many renowned Tuscan artists resided at Padua between the 
thirteenth and the sixteenth centuries, and severally left behind 
them noble records of their presence. Niccola Pisano, the father of 
Italian sculpture, came in the thirteenth to design the basilica of 
Sant' Antonio; his son Giovanni is said to have sculptured the tomb 
of one of the Scrovegni, in their family chapel adorned by Giotto 
with frescoes which still provoke our wonder and admiration; 
Donatello in the fifteenth embellished the altars of Sant' Antonio with 
some of his finest bronzes ; while Jacopo Sansavino and Bartolomeo 
Ammanati gave sad proof of the decadence of Tuscan art in the 
sixteenth, the one in the bas-relief which he made for the Cappella 
del Santo, and the other in the colossal statues for the palace of 
Marco Benavides. Among these artists Donatello was the only one 
who had a positive influence upon sculpture, through the young men 
whom he instructed to assist him in his labours. 

In the days of Niccola Pisano we read of a monk who was both 
sculptor and architect, and who may perhaps have studied under 
him. This was Fra Clarello who when the joint army of the pope 
and the Venetians marched towards Padua to put down the iniquitous 
Ezzelino, took his place as standard-bearer in their ranks, and inspired 
them by his earnest exhortations. He is referred to in the annals of 
his convent as one of the architects of Sant' Antonio,* and again in 
the will of a certain Donato di Salomone as the sculptor of his 
monument^^ but we have no means of judging of his capacity, as his 
works have all perished with so many early marbles which once 



1 Cicognara, ii. 159. Faccioli, Mu8, Lap, Vic, iii. 147, mentions a stakie at 
Priabone by this sculptor. 

^ Gonzati, vol. i. part zvi. pp. 28 and 26. 

* To be made by Fra Clarello or by such other monk of the convent of Sant' 
Antonio as shaU be deputed for the purpose (doc. 15, Appendix to yol. i. p. ny. 
Gonzati). 
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adorned the walls and cloisters of the Paduan Pantheon. Among 
the most interestmg of those which remain is a sarcophagus under the 
altar of the CappeUa dei Conti/ in which, according to tradition, the 
body of St. Anthony was deposited when, after a five days* fight, the 
Paduans took it fix)m the Convent of Arceria where the saint died, June is, 

1281 

and brought it in triumph to the old church of Sta. Maria, which then 
stood on the site of the present basilica. Another sarcophagus of 
this time, adorned with the early Christian symbol of the vine, e:^ts 
in the cloister of the Capitolo. It contains the bodies of Costanza Oct. 24, 
d'Este,^ and her husband Coimt Guido da Lozzo who, after having 
aided in the overthrow of Ezzelino, was exiled when his great popu- 
larity gave rise to suspicions that he aimed at putting himself in 
the tyrant's place. The earliest fourteenth-century sarcophagus at Tomb« 
Sant' Antonio is that of the eminent jurisconsult Rolando da Piaz- uui ^n- 
zola, through whose influence Jacopo da Carrara was made Lord of ^^ 
Padua, and the city for a time saved from fidling under the rule of aj).i8io. 
the Scaligers of Verona.* It has a conical roof, like the late Roman 
sarcophagi, and is horned with masks and mourning genii. Bar* 
tolomea degli Scrovegni,* who is said to have been poisoned by her 
husband Masilio da Carrara shortly after their marriage, lies buried not. is38. 
in a sarcophagus behind the altar of the CappeUa di San Felice* 
Upon it are carved two awkwardly-posed angels supporting a throne 
chair, upon which the Madonna sits holding the infant Saviour in 
her lap.^ The large red marble sarcophagus in the chapel of the 
Madonna Mora, sculptured with two angels supporting the en- 
throned Christ, and with a man on horseback dressed in a long robe . 
with a cap upon his head, is the burial-place of the Rogati, an ▲.d.i84o. 
ancient Paduan family. The stone effigy of a woman lying with 
her hands crossed upon her breast in the cloister of the Capitolo, 
represents the learned Bettina di San Giorgio, * che fii di scienza un aj). i856. 
chiaro fonte,' being deeply versed in ecclesiastical jurisprudence, 

1 So called from Naiiiiiero and Manfredino dei Conti who built it at the end of 
the fourteenth century (Gbnzati, i. 234). 
' Daughter of the Marquis Obizsso d'Este. 

* As it did under Masilio da Carrara, Jaoopo's successor. He however 
regained the free signory of Padua, thanks to the league formed between the 
Venetians and Florentines against the Scaligers. 

^ Sister of Enrico Scroyegno who built the Arena chapel. His sepulchral 
effigy is set into the wall of the sacristy. 

* Eng. at p. 35, vol. i. of Oonzati's work. 
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which she professed befcNre crowds of students in the Archigymna- 
sium at Padua. Rainerio degli Assendi, another renowned juiis- 

in 1358. consult, lies buried in the same cloister, in a sarcophagus enriched 
with heavy foliated cornices, spiral columns, comer niches sur- 
mounted by projecting hood-like gables, and a rude relief of the 
Madonna and Child. One of the tombs in the passage way leading 
from this cloister to that of the Noviziato was erected to the m^nory 
of Manno Donato, a Florentine Guelph who fought for Francesco da 

Aj). 1878* Carrara, and died at Padua. His effigy clothed in armour Hes upon 
the sarcophagus under a Gothic gable. Near it are buried the 

▲.D. 1382- brothers Gerardo, Alberto and Giovanni Bolparo, in a sarcophagus 

^'373. ^^ V^"^"^^ .^^"^- The best of these tombs is that of Federigo da 
Lavalongo, in the portico of the southern door of the church. The 
deceased with clasped hands, and feet resting upon two small lions, 
lies dressed in armour upon the sarcophagus, whose front is divided 
into six compartments containing small figures in a good and simple 
style, which represent him in the costumes belonging to the different 
offices he filled during his lifetime. In a fr'esco witliin the canopied 
recess he is seen kneeling before the Madonna.^ The Gotiiic tombs 
at Padua differ from those at Venice in that there are no curtiun- 
drawing angels or statuettes of the Virtues about them, and in 
certain architectural details. The bas-reliefs and statuettes are for 
the most part rather coarsely handled, with little sentiment. 

The first Paduan sculptor known to us by name after Fra 
veiuno ClareUo, is Bartolomeo Bellano or Vellano,* the pupil of Donatello, 
born im. And the master of Andrea Riccio, to which position rather than to his 
individual merits he owes his reputation; his compositions are 
confused and pictorial to excess, and his bronzes very inferior to 
those of his master and of his pupil. Greatly overrated by Vasari, 
and as much belied by Gaurico,^ who calls him ^ ineptus artifex/ he 
was a clever bronze-caster and excellent in architectural ornament, 
but he wanted clearness and style, that subtle quality which is to 
art what perfume is to the flower. 

1 He was a Bresoian condottiere who entered the Bervioe of Franoesco da 
Carrara^ fought brandy in many battles^ and was several times elected podestJt of 
Padua. 

' The annotators of Vasari, vol. iv. p. 108, note 1, say he was bom abont 1430. 
The date 1408 given by some writers would make him too old to have began to 
study under Donatello. 

' De Sculptura, 
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We first hear of Bellano as an independent artist at Rome, 
working for Pope Paul II, at the Palazzo di San Marco, where 
nothing by him now exists save the mutilated bust of the pontifli 
in a roundel over a door which opens from the great staircase upon 
the Loggia. We next find him employed at Perugia, in casting the 
bronze statue of this pope for a niche on the outside of the duomo.^ ^d. ugt. 
As he is called Bellanus de Florentia in the contract for this statue, 
we may either suppose that he had been presented with the citizenship 
of Florence, or that he was so named in honour of his master.^ He 
also made a medal of Pope Paul, who was very vain of his personal 
appearance. Among his medals is one of Platina the papal his^^ 
torian, and another of Antonio Rosello,* a learned jurisprudent who in i466. 
was known by the pompous title of * II Monarca della Sapienza.' 
His monument in the basilica of Sant' Antonio, which has been 
ascribed to Bellano,^ is a mass of columns, panels, festoons and 
multiple details, amidst which the sepulchral effigy is almost lost 
sight of. Nothing in it reminds us of Donatello's school, but this 
is not the case with the tomb of Raffaele Folgoso, another famous 
doctor of laws, as it is an almost exact reproduction of that erected 
by Donatello and Michelozzo in the baptistry at Florence to Pope 
John XXIII. It diflTers from it and fix)m any other that we A.D.1427. 
know, in one respect, that it has a double front and two recumbent 
effigies placed slopingly upon inclined planes. Although Bellano 
was not bom when Folgoso died, it is possible that he made this 
monument, which has been attributed to him. After his visit to 
Perugia we lose sight of him for the space of seventeen years, and 
then find him successfully competing at Padua for the commission 
offered for certain bronze bas-reliefs intended to decorate the choir 
of the basilica.* In the course of four years he modelled and cast Bas-reiiefs 

■^ by Vel- 

ten compositions ^ for this purpose representing the Murder of Abel ; lano at 

^ Ghrateful for the wise laws enacted by this pope for the remnneration to be 
given to public officers, and the election of city magistrates, the Pemgians decreed 
the erection of this statue, November 4, 1466. It cost 1000 florins of gold. 

* Vide LeU, Pitt. Perugim, pp. 112-15, quoted in vol. iv. p. Ill, note 2 of VasarL 

* Bom at Arezzo in 1381. He was pontifical legate under Martin V. and 
Eugenius lY. 

* Gojusati, op. cit. ii. 138. 

* They oost forty ducats apiece— contract dated November 29, 1484 (doc. 12, 
vol. i. p. zc. Oonzati). 

^ The other two are by Riccio. 
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A.D. 1484- the Sacrifice of Isaac ; Joseph sold by his brethren j Pharaoh and 
his hosts overthrown in the Red Sea ; the Adoration of the Golden 
Calf; the Serpent of Bronze ; Samson pulling down the Temple ; 
David overthrowing Goliath ; the Judgment of Solomon ; and Jonah 
being thrown into the Sea. A description of the last of these 
bronze pictures will suffice to give the reader an idea of their 
treatment.^ Nearly the whole of the panel is filled by a clumsy 
galley labouring heavily in the sea, and covered with a crowd of 
small figures, some clinging to the shrouds, some climbing up the 
broken masts, and some leaning over the side of the ship to watch 
the fall of Jonah into the sea. In another part of the composition 
the prophet is seen kneeling in prayer upon the sea-coast at the 
foot of some towering rocks, while the whale with his mouth still 
open, disports himself in the curling waves. The defects of this 
relief, which it shares in common with the others, are ultra-pictorial 
treatment, want of concentration of interest, feulty perspective, and 
an absence of repose so total, that the eye wanders helplessly 
through a maze of diminutive forms of almost equal insignificance. 
Compared with the bronzes of Donatello and Riccio these are wanting 
in smoothness and firmness of texture, and in the delicate modula- 
tions of surface which alone can give richness and delicacy of effect. 
We much prefer Bellano's larger bronzes, such as the two panels made 

In 1491. for the monument of Pietro Roccabonella, a Venetian professor of 
philosophy and medicine,* which are set against the wall to the right 
and left of the high altar in the church of San Francesco, One of these 
represents the professor seated at a desk with a book in his hand. 
The two small genii holding shields which fill the niches outside 
the panel, are excellent in style, recalling that of Donatello. The 
other large relief represents the Madonna and Child, seated under 
a canopy, with SS. Francis and Peter on either hand.® Here the 
heads are extremely small and the bodies disproportionately long, 
and the draperies are hard in line and cling in square patches and 
strips as in the first relief. An unimportant monument in the 
church of the Padri Serviti, erected to the memory of Paolo di 

' A Florentine scnlptor named Berioldo di Giovanni was first commissioned to 
make the Jonah and the Pharaoh but he fisulod to give satis&ction (Cbnzati, vol. i. 
p. xc. note 1). 

* See Morelh, p. Ill, note 26. 

' Said to have been finished by Riccio. 
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Castro and his son Angelo, is the only work by Bellano which A.D.1492. 
remains to be mentioned. He died at Padua in the very beginning J^^J ®^ 
of the sixteenth century and was buried at Sant' Antonio.^ 

After Bellano we come to his famous pupil Andrea Briosco, Andrea 
called Riccio or Crispo from his closely curling hair, who, though bom 
a Paduan by birth, was the son of a Milanese goldsmith named 14?^. * 
Ambrogio.^ By his father he was doubtless taught the goldsmith's 
art, and by Bellano he was instructed in bronze-casting,^ but whence 
he drew that love of classical ornament which marks his elaborate 
style we are unable to say. His earliest works, the two bas-reliefs Ba^ijefo 
in the choir of Sant' Antonio at once place him on a far higher Antonio. 
level than his master.* One represents the Translation of the Ark 1507. 
from the house of Abinadab : — 

The cart and oxen, drawing the holy ark, 

Wherefore one dreads an office not appointed. 

People appeared in front, and all of them 

In seven choirs divided, of two senses 

Made one say * No,' the other ' Yes,' they sing. . . . 

Preceded there the vessel benedight. 

Dancing with girded loins, the humble Psalmist, 

And more and less than king was he in this.'^ 

These lines describe Riccio's composition to the letter. King David 
dances before the Ark of the Covenant^ amidst a crowd of singers 
and players upon musical instruments. Ahio, with a wreath upon 
his head and a Roman toga upon his person, turns with an ex- 
pression of horror to look at the lifeless body of his brother Uzzah, 
who died because his sacrilegious hand had touched the sacred ark. 
Among the many persons who follow it, showing by their gestures 
the fear and wonder with which they are inspired, is Riccio himself, 
distinguishable by the crisp curls which escape from beneath the 

' It will not be forgotten that the rumoured appointment by the Venetian 
senate of Bellano to make the rider in the equestrian group of Bartolomeo Golleoni 
caused Verocchio to break up his model and leave Venice. 

* Mentioned as M. Ambrogio Briosco. M. Piero Briosoo, who worked about 
1442 at Bologna with other sculptors employed to finish the uncompleted bas- 
reliefs by Giacomo della Quercia, may have been his grand&ther. 

* Bellano is spoken of as the master of Riccio by Ghiurico, De Scvlptura ; by 
Morelli, p. 94, note 70 ; by Vasari*s annotators, vol. iv. p. 112, note 4 ; by Gonzati, 
i. 819 ; as well as by Piacenza and Cicognara. 

^ Gk>nzati gives the contract made with Biccio (doc. 83, vol. ii.). He was to 
receive forty gold ducats apiece for them. 

^ Dante, Purgatorlo, x. 55-66, Longfellow's translation. 
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round cap upon his head. The mountains, trees, and distant city, 
as well as the little figures on foot and on horseback, are treated 
with great skill. The second relief, which represents the story of 
Judith, reminds us of Ghiberti, in the triple action carried on. 
We see the battle between the Bethulians and their enemies; the 
death of Holophemes, and Judith showing her victim's head to the 
exultant people. Although it cannot be said that Riccio has attained 
the clearness or grace of line of his prototype, it cannot be denied 
that he here approaches Ghiberti more nearly than any of his imi- 
tators, and deserves to be regarded as the best follower of a school 
which, however admirable, was based upon false principles. 

But it was not by these bas-reliefs, which, says an eminent 
modem artist, * contain lessons sufficient to form a sculptor,' ^ that 
Riccio established his great reputation, so much as by the magnificent 
Bronze bronzc Paschal candlestick ^ at Sant' Antonio. (See Plate XXVI.) 
tolnf at * Well may the city be proud of a work so admirable in its every part, 
so beautiful in form, and so perfect in execution,' says the document 
written on behalf of the commissioners by Riccio's friend and patron 
Gian Battista Leon soon after it had been set up in its appointed 
place on the vigil of the Epiphany a. d. 1516. * Let the Paduans 
give thanks to God and St. Anthony that their great sculptor 
Maestro Andrea has been able to complete it despite the disturb- 
ances of war.^ Thanks b6 to the omnipotent God who alone can 
give peace in our time.' This noble work of art is divided by rich 
cornices into several parts, which gradually diminish in size, and is 
crowned by a rich vase. Four sphinxes sit at the angles of the base 
as if guarding the secret meaning of its ornaments, some of which 
(Edipus himself would find it difficult to penetrate. The lowest bas- 
reliefs upon the sides of this base - represent Music, symbolised by 
many women seated upon tritons' backs, and marine deities playing 
upon musical instruments ; History, a most complicated and obscure 



* M. le Baron H. de Triqneti. 

* Riccio's contract is dated June 19, 1507. The price a^2p*eed upon was 3270 
lire, or 600 golden ducats. It is given by Gfonzati, op. cit. vol. i. doc. 84, p. 91. A 
full conventual council ratified the contract in 1508. 

* The war here alluded to was that which followed the league of Cambray. 
The same document states that Riccid was allowed the sum of twenty-nine lire and 
eighteen soldi for expenses incurred for transportation of the candlestick several 
times with a guard of soldiers from and to his own house which was filled with 
troops every time they entered Padua. 
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composition, in which Time is seen writing the names of the illus- 
trious dead upon a shield ; Fame, a winged woman to whom a genius 
oflfers a crown, blowing upon a trumpet despite the eflforts of certain 
horned monsters who seize upon her streaming locks; Envy, de- 
vouring a serpent, and Hatred mounted upon a chained monster 
whose eyes she strives to bandage; Cosmography, symbolised by 
an old man carrying a globe ; the earth typified by an amphora 
of wine and a basket of fruits and flowers, and the sea by an oar 
and an anchor. The fourth relief, which may signify the influence 
of the celestial bodies upon the earth, represents Jupiter drawn in 
a triumphal car upon the ocean by two female figures, and met 
by others bearing the symbols of the elements ; under the wheels of 
the car lie marine monsters struck by his thunderbolt. Above these 
allegorical reliefs are others representing the Adoration of the Magi, 
the Entombment,* the Sacrifice of the Paschal Lamb, and Christ's 
descent into Limbo. The first is simple in composition and quiet 
in spirit; the second is very dramatic in feeling, and approaches 
more nearly to Donatello than any other work by Riccio; the 
third is an admirable composition which represents a Pagan rite 
under a Christian name — there is the festooned altar at whose foot 
the innocent victim is sacrificed, there are the men and maidens 
with their oflerings, and the musicians with their pipes and tim- 
brels, and to complete the resemblance the dresses, the arrangement 
of the hair, the vases and torches, are all of antique fistshion and form. 
The fourth relief shows us the Liberator, followed by Adam bearing 
the cross, by Eve, Noah, and others whom he comes to set free, 
A richly-omamented frieze runs round the upper part of this base, 
intercepted at the angles by masks with goats' horns from which 
depend rich festoons. In the next story or division of the candle- 
stick are an equal number of reliefs, two on each side. The lower 
series, ornamented with wreaths, tablets, &c., &c., represent centaurs 
moimted by children, and the upper, four noble, classically-draped 
female figures of Temperance, Courage, Justice, and Prudence. 
At the angles of the lower series are crouching satyrs, and at 
those of the upper, griffins; around the top runs a rich cornice, 
from which hang classical festoons. The next division has also 



' The artist's well-known bead appears among the heads of the persons grouped 
about the tomb. 
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double panels, the lower, which are oblong, contain festoons and 
ox -skulls in relief, and the upper, compositions emblematic of 
Theology, Philosophy, History, and Poetry. At the four angles 
are seated winged genii holding masks, lyres, &c,, &c. The division 
above this which is curved in its lines and enriched with centaurs, 
rams* heads, ' putti,' medallions, leaves and festoons, supports the 
crowning vase, enriched with female figures, eagles, festoons, and 
mouldings, and standing on a circular base adorned with figures 
in relief. 

Every portion of this most elaborate work is wrought out with 
the utmost care, not a detail is neglected, nor is any part of its 
surface left unadorned. The execution is free, clear, and energetic, 
the taste displayed exquisite, and the richness of fancy surprising. 
In one respect it is open to blame, and that is in the unfitness of 
much of its detail for the decoration of a Paschal candlestick. 
That Riccio here introduced fauns, satyrs (see Plate XXVII.), 
sphinxes, marine deities, and centaura, only to produce richness of 
eflfect is evident. In doing so he gave satisfaction to the eye, but 
not to the mind, which demands perfect harmony between the pur- 
pose to which a work of art is to be applied, and its component 
parts. Saluted as a modem Lysippus and an Italian Polycletus, 
Riccio, though with perhaps a less exalted estimate of his genius, 
had a right to look upon his candelabrum as a masterpiece, and 
when he struck a portrait medal of himself mentioned it in the 
accompanying legend with his name, as if it had been the one 
work by which he wished that name to be remembered, and figured 
it in the one green shoot upon the broken and withered laurel 
branch with which he decorated its reverse.^ It alone is mentioned 
in the epitaph which was set up in his honour at San Giovanni di 
Verdara, but in a manuscript epitaph in the archives of Sant' 
Monu- Antonio, the monuments of Girolamo and Antonio della Torre 
Girolamo in their family chapel in the church of San Fermo at Verona, are 
tonio della also spokcu of.*^ Eight bas-rclicfs which belonged to that of 
Girolamo were carried to Paris at the end of the last century, and 
now adorn the Porte des Caryatides in the Galerie des Antiques at 
the Louvre.* The subjects are treated in so classical a form that 

' * Andreas Crispns Pataviniis leiieTim D. Ant. candelabrum F.' 

* L'Anonimo, p. 94, note 3. 

^ Vasari, vol. iv. p. 112, note 4; Clarac, Musce de Sctdj^ture^ i. i^7. 
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they were long supposed to relate to King Mausolus, a mistake 
which shows how obscure Riccio's passion for clothing modem 
events in an antique garb made his meaning. The studies, the 
illness, the last moments, and the obsequies of Girolamo della Torre 
are set forth in five of these compositions, and in the others are 
represented a Sacrifice, the bark of Charon, the Elysian Fields, 
and Fame proclaiming the titles of the deceased to remembrance. 
We can form an idea of the arrangement of the monument of which 
they formed part by that of Antonio della Torre, which still exists 
at San Fermo. It consists of a sarcophagus adorned with eight 
bas-reliefs in bronze representing a Sacrifice, an Entombment, St. 
Paul preaching (?) before an audience which contains such strange 
listeners as Apollo, a River God and other Pagan deities ; Pegasus, 
Death, and Fame standing on a globe and blowing a trumpet ; a 
dance of youths, maidens, and * amorini' ; Charon ferrying souls over 
the Styx ; the burial of Antonio della Torre ; and lastly a crowd of 
people before a heathen altar, with a group of two children, one of 
whom frightens the other by holding a tragic mask before his face. 
This sarcophagus is supported by bronze grifiins sitting upon a 
marble slab sustained upon pilasters adorned with arabesques. 
Above it is a bronze mask of the deceased, and a frieze sculptured 
with arabesques and adorned with circular slabs of porphyry and 
verde-antique. In the reliefs we find the same mixture of Pagan 
and Christian forms, costumes, and ornaments ; the same ex- 
uberance of fancy and richness of detail; the same tendency to 
overcrowd, and the same admu'able execution which distinguishes 
the candelabrum. 

The dead Christ of life-size, and two half-figures of the Madonna ^orks 
and St. John in terra-cotta. in the church of San Cansiano at Padua Jj^^l^^ 
are attributed to Riccio ; and four elaborate but overcrowded bas- ^^^ i^^^- 
reliefs in bronze relating to the history of Constantine and his 
mother St. Helena in the Academy at Venice bear all the marks of 
his style. Although he had some reputation as an architect, the 
church of Sta. Giustina at Padua, which was completed after his 
design, is the only building known to us in connexion with his a.d.i616. 
name. He died at Padua, and was buried in the cemetery of San July 8. 
Giovanni di Verdara. 

Riccio founded no school, but some signs of his influence 
may be detected in the works of the clever ornamentalists who 
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covered the pilasters of the Cappella del Santo with arabesques and 
graceful designs. Among these was the Francesco di Nicola da 
Colla who made a marble pedestal for Riccio's Paschal candlestick, 
with panels adorned with the emblems of the Passion, the palm, 
the olive, and the instruments of a sacrifice. This artist, with 
Antonio Minello, Alessandro da Saronno, Francesco da Porlezza, 
and Mastino di Giovanni da Bergamo, worked at Sant' Antonio 
under the superintendence of Maestro Giovanni Minello da Bardi, 
who for the first twenty-one years of the sixteenth century presided 
over the marble-work executed for the Cappella del Santo. This 
artist sculptured statuettes of saints, seraph heads, and arabesques 
in flat relief about the choir parapet, as well as the busts of the 
Evangelists which stand between the arches of the fa9ade of this 
chapel. He was a poor figure-sculptor but a very clever oma- 
mentalist.^ 

Other Paduan artists of this time were Giovanni Carino, who 
cast the busts of Andrea Navagno and Fracastoro for the municipal 
palace;^ Tiziano Minio di M** Guido Lazaro, who was employed 
with his fiiend Danese Cattaneo da Carrara to cast bronze gratings 
to fill the arches in fi'ont of the Cappella del Santo ;• Tiziano 
Aspetti, already mentioned as the scholar of Alessandro Vittoria ; 
Giovanni Maria Mosca, an excellent medallbt who went to Poland 
to make the tomb of King Sigismund II.;* and Vincenzo de' 
Grandi, who was to have sculptured a bas-relief for the Cappella del 
Santo, but the design which he made for it so shocked the com- 
missioners by its ultra-Paganism that they dismissed him.* He is 
said to have assisted the Paduan Giovanni Dentone, and a Floren- 
tine sculptor named Giuliano in sculpturing the second bas-relief in 
this chapel, which represents a jealous cavaliere killing his wife; the 
dying woman's face and attitude are expressive, but the murderer 
is clumsy and Baroque. 



' * Era valente in ogni genere d'ornato.' He received thirty-eight dacats for 
the pedestal and signed the receipt in these words : ' lo Francescho de Cola taia- 
picra son contento' (Gonzati, vol. i. p. 142, nota 1, and docs. 86-88, also p. 66), 

^ Cicogna, Isc, Vcn. fasc. 22, art. v. ; ibid. pp. 209, 302, 320, art. ' Ramnsio.' 

• Three were cast ; two of which were afterwards melted down to make a bell 
(Gonzati, vol. i. ch. xxii. p. 84, doc. 02 ; App. p. 04), A.D. 15G8. 

^ Gonzati, i. 160. 

^ Ibid. vol. i. doc. 8^>, p. 161. 
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Proud of having given birth to Virgil, Mantua elected him to virgii, 
be her prince, painted his likeness upon her banners and engraved Mantua, 
it upon her coins, and when in the beginning of the thirteenth a.d.j22o. 
century her citizens had raised the siege of the castle of Gonzaga 
and repulsed the Cremonese, the magistrates decreed that to com- 
memorate the event a statue of the ffreat poet should be placed in statue of 

, ® , ^ *^ the poet. 

a niche above the Piazza, whence it might look down as if taking 
part in the joys and sorrows of his compatriots. As it was un- 
doubtedly made by their best sculptor we are justified in taking it 
as proof that his art was then in a rude state. Virgil is seated 
before a reading-desk upon which lies a book, wearing the cap of a 
rector of the people, and a long robe. His identity is not marked 
otherwise than by the well-known epitaph * Mantua me genuit,' &c., 
and by the words ^Virgilius Mantuanus poetarum clarissimus' 
engraved upon the foot of the desk. Some twenty years later a a.©. 1242. 
marble alto-relief was made of the poet which is somewhat better 
sculptured. Being without inscription, it might well be taken for 
a scribe holding a pen in one hand and an ink-horn in the other, did 
it not accord with the common tjrpe adopted by the Mantuans 
for their representations of Virgil upon banners, coins, and in 
manuscripts.^ 

About the middle of the fourteenth century the church of Sant' a.d. 1350. 
Antonio was rebuilt by the merchants of Mantua, and Guido Gronzaga 
imperial vicar and captain of the people,^ perpetuated the re- Anonym- 
membrance of their generosity by a bas-relief which represents 8ciJi)tiires 
him in the act of presenting the * massaro ' or chief of their guild to 
the Madonna, who sits with the Infant Saviour standing upon her 
knee, and giving his benediction. The outlines of the figures are 
hard and their faces without expression, and their gradation in size 

* Notizie delle Arti e degli At-tejlci di Mantova, by the Conte Carlo d'Arco. 
This relief which was formerly in the Palazzo della Bagione is now in the Mnseo 
Patrio. 

* In 1348 Luigi (Jonzaga having killed Bonacolsi under pretence of saving the 
country from a tjrant, was elected captain of the people, and in 1349 obtained firom 
the Emperor Charles IV. the title of Imperial Vicar. Guido who succeeded him 
became a sovereign * de facto.' 



A.D. 1349- 
1368. 
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according to rank, from the Madonna down to the pigmy * massaro ' 
kneeling at her feet, is most singular. The contemporary sarco- 
phagus of Bishop Ruffini dei Landi in the Museo Patrio is equally 
second-rate in style and execution. At the angles are sculptured 
the Virgin and the Angel; lu the middle of the front a God the 
Father giving his benediction, and on either side the bishop in little, 
kneeling within a Gothic niche at the feet of SS. Peter and Ruffinus. 
The statue of the Archangel Michael above the entrance to a chapel in 
the duomo which belongs to the same time, has quite lost its character 

A.D. 1440. through injudicious restoration. Towards the middle of the fifteenth 
century the Milanese sculptor Jacopino da Tradate ^ was invited to 
Mantua by the duke Giovanni Francesco Gonzaga; and his son 
Lodovico, a far more enlightened patron of art, called the eminent 
architects Leon Battista Alberti and Luca Fancelli to his court, to- 

Bofore gether with the illustrious Andrea Manteo^na, to whom he gave a 

1468 o ' o 

salary of seventy-five lire a month and a piece of land near the 
1476. church of San Sebastiano, upon which the great artist built himself 
Andrea a housc.^ Though Mautua vainly disputes with Padua the honour 
bora H3^, of having given birth to him, she certainly gave him burial in a 
chapel dedicated to San Giovanni, which he had himself built and 
endowed in the church of Sant' Andrea. An admirable bronze 
BronEe bust of the great man is set in a richly-adorned roundel against the 

bust of , 

Mantegna. Wall abovc the gravc slab (see Plate XXVIII.). The expression 
of the face is grave, earnest and searching, the modelling bold, 
vigorous and true to nature, and the treatment of the hair which 
falls in long curling locks on either side of the laurel- wreathed head 
is most masterly. This consummate work of art, which is perhaps 
the finest of modem bronze busts, has been attributed to Mantegna, 
who is mentioned by several authors as being not only painter and 
engraver, but also sculptor and bronze caster,* but as he did not 

* See Milanese chapter. 

* Regwtri delV Archivio Secreto di Mantova ; Vasari, v. 168. 

' Vide Teatinuynicmze int. alia patria di Andrea Maniegna^ by P. Brandolesi, 
Padova, 1805 ; and Noiizie^ by the Abbate Gennasi ; Vasari, vol. v. p. 158, says, 
' nacqne nel contado di Mantova.' In note 1 to this passage his commentators 
give their reasons for believing that although he wrote Mantua, he intended to 
write Padua. 

^ ' Oltre la pittura e V incisione trattava la plastica e fondava in bronzo ' 
(Selvatico, p. 180, nota 1 ; Vasari, vol. v. ; G. B. Spagnuoli, lib. i.. Be Sylm\ 
fol. clxvi. Parisiis, 1513 ; so also Teofilo Folengo, Ojytis Macaronicuniy Amstelodami, 
1768, torn. ii. p. 18). 
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mention it in his will, which contains directions for the disposition of 
his tomb,^ it is more than probable that it was cast after his death 
by order of the Duke Lodovico,^ and that the tradition is correct 
which assigns it to the famous medallist Sperandio Maglioli. 

Whether Mantegna the painter, Alberti the architect, or Sperandio 
the medallist ever worked as sculptors is not certain, but their 
influence is manifest in several anonymous marbles at Mantua, 
whose flat surfaces, delicate modelling, clear outlines, and perfect 
taste stamp them as belonging to the best period of the Quat- 
trocento. Among these is a marble slab in the Museo Pa trio (see Bas-reiief 
Plate XXVIII.) adorned with the Gonzaga arms surrounded by a 5Sus«> 
wreath of oak and olive leaves supported by flying genii, and with 
profile heads of the Marquis Lodovico and his wife Barbara of 
Brandenburg, and of his son Federigo with his wife Margaret of 
Bavaria. For some time after the arrival of the Princess Margaret 
Prince Frederic, influenced by calumnies circulated against her by 
those who desired to prevent his union with a foreigner, refused 
to fulfil his engagements with her, and the word *Amumoc' 
(supposed to stand for the Greek aju.co/to^, immaculate) inscribed 
upon a ix)rtion of her head-dress was- adopted by him as a devise 
when he made her his wife. We again find it with the family 
emblems, the dog and the mountain crest, upon the door-posts and 
richly-adorned chimney piece of the Palazzo Marchionale di Revere, 
where Federigo and Margaret resided when the pest broke out at a.d.i464 
Mantua.' The winged genii sustaining a wreathed coat-of-arms 
upon the outer loggia of San Sebastiano have been attributed to 
Leon Battista Alberti who built the church,* but as we said above, 
there is no proof that this great pioneer of the Renaissance ever 
worked as a sculptor. 

Other excellent works of the time are the terra-cotta busts of Various 

works of 

Francesco Gonzaga and the poet Teofilo Folengo in the Public tiiispe- 

^ Mantegna*s will dated March 1, 1504, published by Moschini, Vicende^ &c, 
p. 50 (Gajre, Carteggio, m. 365 ; Vasari, vol. v. p. 179, nota 3 ; see also Conto Carlo 
d* Arco, op. cU, vol. ii. p. 50, no. 63). 

' According to the Mantnan chronicler Amadei, the marquis caused a bronze 
buiBt, -with the head encircled by a laurel wreath and with two diamonds set in the 
pupils of the eyes, to be set up at Sant' Andrea in honour of Mantegna (Conto 
d' Arco, op. cU: i. 73). 

' Conte d'Arco, op, cit, pp. 70-1. 

* By Val^ry, Voyages Hist, el Litieraires en Ilalie, p. 233, Brussels, 1835. 

HU 
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Library, and those of Virgil, Battista Spagnuoli, and Francesco 
Gonzaga in the Musco Patrio, but none of them are signed and it is 
impossible to assign them to any of the Mantuan sculptors of the 
fifteenth century as they are known to us only by name. The priest 

Aj). 1444. Guido Gonzaga di Aloisio modelled and cast a very ornate bell for the 
church of Sant' Andrea ;^ a Gabriele dei Frisoni * worked principally 
at FeiTara with the Mantuan goldsmiths and sculptors Albertino and 

p!;;^ Giacomo Rusconi, sons of a certain Giovanni, a citizen of Ferrara;' 

1470- ' ^ ' 

1494. and Cristoforus and Lysippus, uncle and nephew, made medallion 
portraits of popes Paul II. and Sixtus IV.* Antonio and Paolo 
Alola, sons of the sculptor Vincenzo, were noted for their skill in 
ornamental sculpture and intarsia both at Venice, where they 
executed some highly-praised intarsia work for the sacristy of St. 

A.D.1486. Mark's, and at Mantua, where they decorated the doors of the 

A.D. 1492. Carmine Church, St. Andrea, and San I-iorenzo.* Their contem- 
porary, the sculptor Piero Giacomo Illario, is only known to us by a 

Kei». 6, letter signed *rAntiquo,' which he addressed from Rome to the 

1497. T ' 

Marquis Francesco Gonzaga to thank him for an introduction to 
Monsignor Lodovico Agnelli * gloria e splendore del nome latino.'* 
After his day Mantuan sculptors are few, and are generally omamen- 
talists in marble or stucco. Among them were Alfonso di Mantova, 
A.D. 1609- whose bronze statue of Pietro Pomponazzo at San Francesco was 

1699. 

highly praised by writers who saw it before its destruction at the 
end of the last century;^ Lorenzo di Silvio di Bemardi (1575); 



' It was pierced with eight apertures large enough to allow a man to pass 
through them; adorned with varioas well-understood ornaments and figures of 
Atlas, Hercules, Pallas and Adam. 

^ Perhaps a descendant of Marco da Campione whose family name was Frixonus 
or dei Frisoni. 

* They assisted Meo di Checco at Ferrara and Bologna. Cioognara, L 247 ; 
Conte d* Arco, p. 37 ; and Cittadella, op, cit. pp. 49, 95, 98-100, who gives various 
records of payments to the brothers for work at Ferrara. 

* The women of this family were also skilled in the plastic arts (vide II 
Volterrano^ Conim. Urb, p. 1506, ed. Rom.). 

* Doc. no. 151, order for payment, February 22, 1532 ; no. 178, and vol. ii. p. 274, 
Conte d'Arco. 

* He was governor of Perugia, papal vice-legate, made Archbishop of Gosenza 
by Alexander VII. A.D. 1497, and papid nuncio by Sixtus V. (Conte d'Aroo, op. cU. 
ii. 40), died of the pest or poisoned by Caesar Borgia at Viterbo in 1499. Vide 
Gaye, Carteggio^ vol. i. p. 338, no. 166 ; also d' Arco, vol. ii. p. 40, letter no. 50. 

^ II Conte d' Arco says he was bom in 1509 and died in 1599. Gualandi, 
serie iv. p. 4, says, born 1519, died 1599. 
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Sebastiano detto di Magistro Giovanni Fontanella (1577); and Messer 
Carlo Palazzo ( 1598). Their contemporary, Bernardino, sculptor and 
painter, who worked chiefly at Venice, is mentioned as * a great phi- 
losopher and investigator of beautiful things, and the discoverer of 
a method of making silver look like the purest gold.' ^ Another 
Bernardino and a Domenico carved some intaglios and grotesques 
about the Giant's Staircase at Venice. This Bernardino is perhaps 
identical with the Bernardino del Buono, who worked at the Palazzo a.d. isso. 
del T6 under Giulio Romano. As Mantegna had elevated the 
standard of art in all its branches, so did Giulio Romano degrade it ; 
while the one Christianised Paganism, the other Paganised Chris- 
tianity. 

BRESCIA. 

No Brescian sculptors are known to us before the latter half Breacian 
of the fifteenth century, when we meet with a Giacomo Filippo of the 
Conforti, author of the tomb of Giovanni Buccellano, Bishop of tury/*° 
Grisopoli;^ and an Anzolino da Brescia who made a terra-cotta a.d.u68. 
ancona formerly in the church of the Eremitani at Milan,^ and who 
is probably identical with the Anzolino * tajapreda ' who assisted Mo. 
Antonio da Mortegno in making the monument of Francesco Maria 
Rangoni for the church of Sant' Agostino at Parma, and that of his a.d.i512. 
wife Lucia Rusca for San Francesco at Mantua.* The only name 
belonging to the sixteenth century is that of Prospero Antichi, com- Flourished 
monly known as Prospero Bresciano, whose unenviable distinction 
it is to be remembered as the sculptor of perhaps the worst colossal 
statue in the world — the Moses of the Fountain de' Termini at 
Rome.* None of these artists can have sculptured the two or three 
excellent monuments which fix the attention at Brescia, the best 
of which is that of Nicola Orsini, Count of Pitigliano,^ who com- 

' De Secretis Medicin, lib. iii. p. 170, ed. 1561 ; d'Arco, i. 86. 
' ' Jacobus Philippns de Confortis de Brizia sculpsit, 1468/— Zani, Enc, Met. 
215 bis, vol. vii. p. 170. 
' Ricci, op, cit, ii. 405. 

* Campori, op. cit, p. 325. 

^ A sculptor named Idouardo da Sarzana endeavoured to make this figure pre- 
sentable after Prospero had proved his incapacity to deal with it, but with little 
success (id. op, cit, p. 13). 

* Romanin, Storia Doc, di Venezia, says that his body was taken to Venice and 
buried at San Oiovanni e Paolo. 

RH 2 
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manded the Venetian forces during the war which followed the 
League of Combray, and died in consequence of the vigils and 
fatigues which he underwent while defending Padua against the 
imperial troops. The earcophagus, which was originally in hia 
castle at Ghedi near Brescia and is now in the Museo Fatrio, 
bears a very noble and dignified recumbent effigy of this heroic 
soldier, and is adorned in front with a bas-relief of the Madonna 
and Child with SS. Anthony and George, not unlike Cima da 
Conegliano in style, and enriched with a frieze of delicate ara- 
besques. The tomb of another Venetian captain named Martineogo, 
who was slain in a skirmish with the Spaniards, may be seen in the 
church of San Corpo di Cristo. Three bronze bas-reliefs are set into 
the front of the sarcophagus, there are arabesques carved upon its 
pilasters, and it has a rich frieze. The bas-reliefs upon the shrine 
of SS. Apollonius and Philasterius in the Duomo Nuovo are treated 
in the pictorial style of Ghiberti's school. 
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CHAPTER VII. 

BOLOGNA, FERRARA, MODENA, REGGIO, PARMA, PLICENZA, 

GENOA, AND CARRARA. 

WE purpose to group together in this chapter some of the cities 
of Central Italy, not because their schools of sculpture have 
the bond of a common style between them, but simply for the pur- 
pose of classification. Two of these cities hold a high place in the 
history of paintmg, Bologna, through Francia and the Caracci; 
and Parma, through Correggio. Though this is not the case in that 
of sculpture, each, with the exception of Piacenza, boasts some 
one or more artists of real talent ; Bologna her Properzia de' Rossi ; 
Ferrara her Alfonso Lombardi; Modena her Guido Mazzoni and 
his scholar Antonio Begarelli; Reggio her two Clementi's; and 
Parma her Benedetto di Antelamo. 

BOLOGNA 

presents but little early sculpture, and scant records of early sculp- 
tors. A curious old terra-cotta pulpit at S. Stefano, adorned with 
rude symbols of the evangelists, and four stone crosses in the 
basilica of St. Petronius are the only marbles anterior to the four- 
teenth century which we find there. The date of the pulpit is Eari^ 
unknown, and that of the crosses uncertain. Two of them are l^^^ *" 
probably of the eighth or ninth century, and the others posterior 
to it though tradition says that they were erected near the old gates 
of the city by St. Petronius, Bishop of Bologna, in the fifth century.^ 

^ Sach crosses were set up at the junction of two or three roads (bivia and 
triYia) as early as the days of Constantine, to purify them from the pollution of 
their pagan consecration to the Lares Compitales and the triple-headed Hecate. 
This custom is referred to by St. Ephi*em, Orat, de Invent, Beliq, ; St. Chrysostom, 
OraL quod Chrittus sit "DeiLS ; Eusebius. See also a decree of the CEcumenic Council 
at Nice a.d. 787 ; Labbe, Sacr. ConciL vol. viii. col. 1526, quoted by the Count 
Gt>zzadini in his work Delle Orod Monumeniali che erano nelle vie di Bologna 
net secolo xiii<*. 



// 



crosses. 



A.D. 524. 

A.D. 1110. 
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One of them is particularly interesting on account of its sculptures, 
Petrofl and because the names of Petrus Albericus and his father who made 
*^* it are recorded in one of its inscriptions.^ At the back of this cross 
Christ is represented in a mandorla, supported by the three Arch- 
angels, Michael, Gabriel, and Raphael, holding the book of the new 
law open upon his knee, and giving the benediction with his right 
hand. Upon the front, Christ crucified holds this simple and touching 
dialogue with his mother: ^My son,' she says to him ; and he, 
*What, mother ?'—(2. /Are you God?'— ^. *I am.'— Q. *Why 
do you hang (upon the Cross)?' — A. *That mankind may not 
JE»rij perish.'* A few other names of early Bolognese sculptors are 
■cuiptort. known, such as those of Daniele, surtiamed 11 Sarcofagaio ;^ Rin- 
ghieri or Ringhiero, wlio worked in the! Holy Land ; * Ventura dei 
Lamberti, both architect and sculptojr, who flourished between 1197 
A.D. 1285. and 1230;* and Alberto or Albertini who also belongs to the thir- 
teenth century. The museum of the university at Bologna contains 
a very curious colossal statue of Pope Boniface VIII. made out 
of beaten plates of metal fastened together with nails. It is the 
A.D. isoi. work of a native goldsmith and painter • named Mauno, and was 
erected to the pope during his lifetime by the Bolognese, out of 
gratitude for the decision he had given against the Modenese in a 
dispute between them concerning the castles of Bazzano and Sari- 

' * Petrus Alberici me fecit cum patre.' 

« 'Mater. Filii. 

FUtus. Quid, mater ? 

Mater, Deus es ? 

Filius, Sum. 

Mater, Cur ita pendes ? 

Filvus, Ne genus humanorum vergat in interitum.* 

' The Daniele da Havepna mentioned by Zani, Enr, Met., is perhaps the same 
person. 

^ ' Benghero fu quelle che di scultura dilettandosi all' istanza di Balduino 
intagli6 le lettere sopra 1' altare del SS. Sepolcro che e di marmo ci6 ^, Preepotens 
G^nuensium prsBsidium.' — Ghirardacci, Delia Historia di Bologna (Bologna, 1596), 
vol. i. lib. ii. p. 63. See also Zani, Enc. Met. xv. 331, and xvi. 72, 182. 

• * Henrico Vescovo di Bologna fece fare la porta della chiesa verso qnella me- 
desima parte (al mezzogiomo) di prezioso marmo e la omo di vane e belle figure 
fatte da Ventura scultore in quel tempo, architetto e scultore famosissimo.' — 
Ohirardacci, op. cit. vol. i. lib. v. p. 132. 

® Baldi cited in the Feleina Pittrice, i. 25, sajs that a picture of the Madonna 
and Child by Manno dated 1260 existed in the old Palazzo della Binda, and that 
he himself had a capricious and diligently-drawn Massacre of the Innocents by 
Manno in his possession. 
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gnaDO.^ The eyes are staring and inexpressive ; the head is covered 
with a plain mitre ; and the stiff figure is robed in a long vestment, 
with a short cape falling over the shoulders ; one hand rests upon 
the breast, and the fingers of the other are bent in sign of benedic- 
tion. Giovanni Bindo, detto delle Massegne ; Bittino, who made a aj>. i805. 
monument at Imola ; and Sibilius Guamieri da Capravia all flou- ^'^' ^^*®* 

-11 m A.D.1852. 

rished during the first half of the fourteenth century. The latter 
sculptor made the sarcophagus of Manfredo Pio in the Oratorio deUa 
Sagra at Carpi. ^ Its front reliefs represent Manfredo Pio kneeling 
between St. John the Baptist and St. Catherine, the Madonna and 
Child with angels, and St. George with St. Margaret who is holding 
the dragon in leash. Christ and the two Marys, and a knight 
kaping his horse over a river, are represented at each end of the 
sarcophagus, which has statuettes of SS. Januarius and Posidonius 
at its angles. The sculpture is dryer in style than that of the 
Pisan school, and the outlines are clearer and more sharply cut out. 
Jacopo detto Rosetto, Parto da Bologna, Fra Michele Carmelitano, a.d. i3»o. 
Giovanni d* Enricuccio, and Jacopo d' Antonio who assisted Ghiberti 
in casting the gates of the baptistry at Florence, lived during the 
end of the fourteenth and beginning of the fifteenth centuries j while ad. 1440. 
Bologna il Vecchio, Bartolomeo, Giovanni degli Accurri (1450), 
Anchise, Giovanni Francesco (1485) and the two Baroni (1490) A.D.1470. 
who are praised by a contemporary poet as *de' rari al mondo' 
flourished in the second half of the fifteenth century. These men 
were probably little more than stone cutters. 

There was indeed but one sculptor of mark bom at Bologna Progjnris 
in their day, the celebrated Properzia de' Rossi, a woman famous born 1490. 
for her beauty as well as for her talents for sculpture and 
music.^ Her Either Girolamo de' Rossi came back to Bologna 

' This statue was originallj placed over the Ringliiera del Palazzo della Biada 
with the inscriptioii : 'Bonifacio VIII. Pont. Max. ob eximia erga se mmta, 
S. P. Q. B. anno mccgi.' In 1381 it was removed to the Ringhiera degli Anziani 
and in 1777 to the mosenm of the anirersitj (see Cicog^nara, i. 448-9, ed. Yen. 
8L della Scvltura), In 1865 when the gpreat festiTal in honour of Dante was held 
at Florence his triumph was graced hy this portrait-statue of his old enemj. The 
foUowing significant inscription was placed upon the pedestal : ' Qui fui tratto ad 
onorar il trionfo di colui che cacdai dalla patria.' 

* Eng. in litta, Fam, Cel, art. * Fam. Pio da Carpi,' fesc. xii. 1824. 

' ' Suon6 e cant5 ne' suoi tempi meglio che femmina della sua citta ' (Vasari, 
ix. 2 ; and Gualandi's Memo}ie intomo Properzia neW Osservatorio di Bologna^ 
nos. 33-35). 
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about a year before her birth after spending eighteen years of his 
life in the galleys, to which he had been condemned for man- 

A.D.U72. slaughter.^ Properzia would seem to have inherited from him a 
troublesome temper, for she was twice summoned to appear in 

Oct 1620. court J the first time at the suit of her neighbour, Francesco da 
Milano, who accused her of having caused the trunk of a tree and 
twenty-four feet of vine to be thrown into his garden,* and the 

▲.D.1525. second time at the suit of a painter named Miola, who charged her 
with assault and battery, and bore in his face marks which attested 
the truth of his accusation. These are facts, but the romantic story 
told by Vasari^ of her unrequited passion for a handsome youth 
appears to be without foundation, for we know that Antonio Galeazzo 
Malvasia de' Bottigari was her devoted lover for many years, that 
he survived her, and did not marry until some time after her 

A.D. 1638. death. 

All we know of Properzia^s education is that she was instructed 
in drawing by the celebrated engraver Marc- Antonio Raimondi. 

Early Her early works were intaglios of the most minute kind, requiring 

Proper^ infinite patience and delicacy of hand, such as the glory of saints 
upon a cherry-stone, now in the cabinet of gems at the Uffizi, in 
which upwards of sixty minute heads can be counted ; and the 
busts of virgins and apostles carved upon either side of eleven 
peach nuts for Count Camillo Grassi.* These microscopic works 
of art, set * a giomo ' in the body of a double-headed eagle made 
of silver filagree, and a cross carved on one side with heads of 

The Ma- our Lord and St. Paul, and on the other with those of the Madonna 

Barracano. and Santa Dorotea, are preserved by the count's descendants in 
the Palazzo Manili. From this comparatively low branch of art 
Properzia turned to arabesques and marble ornaments, and sculp- 
tured lions, griffins, birds, censers, vases, eagles, heads, and 

• 

' Ghialandiy Memoine delle Belle Arti, quotes an act of the year 1518, in which 
Properzia is mentioned as the daughter of quondam Hieronymi de Ruheis Bononiae 
civis (serie ii. p. 7, no. 89 ; see also Tre rogiti from the Gbunde Archivio Notarile 
di Bologna, ibid. p. 171, a.d. 1514, 1516). 

^ The accusation was made against Malvasia and his concubine Properzia de' 
Rossi. Malvasia declared the name applied to her to be a Ubel, and showed that 
he lived in another part of the city. 

' Vol. ix. p. 4. 

^ Count Manili inherited them from his father-in-law Count Grassi. For an 
account in detail of these intaglios see Descrizioni di alcuni minutissimi Intagli di 
mano di Properzia de* Rossi, C. Bianconi, Bologna, 1840. 
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scroll work, upon the flat spaces of the arch over the high altar 

in the church of the Madonna del Barracano. She also modelled 

the bust of Count Guido Pepoli now in the sacristy of the basilica 

of St. Petronius, and obtained permission to enrol herself among the 

artists employed there to finish the series of reliefs about the portal 

left incomplete by Giacomo della Quercia. U Tribolo soon after ^•»- 1'^25. 

took the direction of the works, whose progress had been greatly 

hindered by the violent quarrels of these artists, and commissioned 

from Properzia two bas-reliefs, now in the sacristy, representing Bas-reliefs 

ftt f DA 

Joseph and Potiphar's wife,^ and Solomon receiving the Queen of duomo. 
Sheba. It must be allowed that the artist succeeded less well 
in these compositions than in carving peach-nuts and arabesques. 
Though fairly modelled, they are cold and uninteresting, and evi- 
dently made under Tribold's influence, which was not of an inspiring 
nature. Still they interest us as the works of the one Italian 
sculptress. The statue of an adoring angel, in a chapel at San 
Petronius, attributed to Properzia, looks so much like Tribolo's 
work that we are led to suppose that he at least designed it ; if it 
be by her it is certainly her masterpiece. In the year 1530 Bologna 
received within her walls the Emperor Charles V. and his unwilling 
ally Pope Clement VII., who came to crown him in the basilica of 
St. Petronius. The pope had heard of Properzia de' Rossi, and 
requested that she should be presented to him, but his wish could 
not be gratified, as only a few days before she had breathed her last^ 
and was already buried in the * Spedale della Morte.* a.d. 1530. 

There is little more to be said about Bolognese sculpture during Divers 
the sixteenth century. Sculptors there were, but all second rate, 
such as Lazzaro Casari,* who made a clumsy ill-proportioned figure n. 1542, 
of St. Proculus for the Volta monument at San Domenico, and the 
late Renaissance tomb of Viannesio Albergati, apostolic protonotary "• ^^^s. 
to Pope Leo X. in the public cemetery. The monument of Fran- 
cesco Ranuzzi at San Domenico, which has been attributed to Casari, 
is more probably by his contemporary Girolamo Coltellini, who 



' This bas-relief is engraved in Cicognara's work, vol. ii. tav. Hi., and in the 
ScuUure delle Porte di San Petronio illustrate dal Marchese Viryilio Da via. 

* Casari, Casario or Cassari. In an inventory of his property dated March 23, 
1593, he is mentioned as dead. See Gnalandi's Memorie, <tc. 3rd series, p. 181, 
and the Ouida di Bologna^ by the same anthor, pp. 30 and 53 ; also Eletta del 
Monumenti del Campo Santo di Bologna^ vol. ii. 

II 
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AD. 1608- made the statuette of St. John the Baptist, which stands upon one 
of the volutes above the Area di S. Domenico, and the bust of 
Lodovico Bolognese also at San Domenico. Tiberio Meneganti and 

Fiouribhed his SOU Alessandfo were both sculptors, the latter, who was also a 

1588 

goldsmith, was known by the apparently satirical names of * Michel- 
Angelo incognito ' or * riformato.' ^ Domenico Aimo, detto Vari- 
M. 1637. gnana di Bologna, worked at Loreto,* and was especially recommended 
A.D. 1614. to Alberico, Marchese di Massa, by the Roman conservatori^ when he 
went to Carrara to procure marble for the statue of Pope Leo X., 
which he sculptured for the Capitol at Rome. At Bologna he 
sculptured the statues of the four patix)n saints of the city for the 
basilica of St. Petronius. Francesco Dozza assisted Mo. Melchiore 
da Faenza to adorn the fa9ade of the church of Corpus Domini,* and 
Giacomo Nava worked under Amadeo upon the fa9ade of the Certosa 
at Pavia. 

FEBRAHA. 

Early The carlicst works mentioned as existing at Ferrara, where we 

sculptors ^ 

at Ferram. find many names of second-rate sculptors, and but few important 
works, are a bas-relief called the Madonna di Costantinopoli which 
was set up in Fondo Vado at the end of the tenth century,** and a 
statue of San Romano on horseback upon the fa9ade of the duomo ; 
both were very possibly made by some of those Greek artists 

A.D.978. who were brought from Constantinople by the Doge Pietro Orseolo 

A.D.1136. to rebuild St. Mark's. The duomo was rebuilt in the twelfth 
century, and decorated with sculptures by an artist named Nicol6, 

Nicoio da sumamed da Ficarolo, either from Vico Ariolo a town in the Ferra- 
rese district,^ or as some say from the branch of a fig-tree which he 

* Gnalandi, 3rd series, p. 182, and 4th series, p. 158, quotes Meneganti's will 
under dates of January 27 and June 7, 1594. 

* Orlandi, Abecedario, p. 242. 

* Campori, Artisti Estensi, p. 4, and Frediani, Bagionamenti Storici^ p. 71. 

* Ricci, op. dt, ii. 559. 

* Baruffaldi, Vite de* Pittori e Scultori Ferraresiy pp. 1-2, Ferrara, 1846. 

* Ficarolo fifteen miles from Ferrara on the left bank of the Po, is mentioned 
as Vicus Arii and Vicus Atrioli in documents of the tenth and eleventh centuries 
(Frizzi, Memorie per la Storm di Ferrara, i, 216). Nicol6's name occurs in an 
inscription upon the arch of a door of the duoma — 

* Anno milleno centeno ter quoque deno 
Quinque super latis siruitur Domus hec pietatis 
Artificem quarum (J sculpserit hac [sic] Nicolaum 
Hoc concurrentes laudent per saecula gentes ' 
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sculptured above the right hand door of the duomo at Ferrara. 
This artist, who is supposed to be identical with the Nicol6 who 
sculptured the bas-reliefs upon the fa9ade of San Zeno at Verona, 
carved subjects illustrating the agricultural labours of each month 
of the year upon the arch and architrave of a side door of the 
Ferrarese duomo, which was thence called the * Porta de' Mesi.' 

In the latter part of the fourteenth century we find mention of 
Antonio di Ferrara who is supposed to have sculptured a crucifix 
in the duomo over an altar near the chapel of St. George ; ^ and of 
Giovanni, and Camino or Comino ^ both of whom were put to death 
for their share in the conspiracy organised by the citizens against 
their podest^ Tommaso da Tortona, who had rendered himself 
extremely obnoxious by inducing the Marquis Nicol6 (detto lo 
Zoppo) to impose new and unjust taxes upon them. Instigated to 
sedition by Franceschino di Montelini, more than a thousand a.d. i385. 
persons attacked the Cancelleria, broke down the doors, and rushed 
in to seize the podesta who had taken refuge there. Foiled in 
their purpose by his timely escape, they sacked his house, seized 
and burnt the tax books, and then marched to the palace, beaiing 



His name was also repeated upon a scroll held in the hand of a prophet in an 
ancient mosaic of the duomo— 

' n mille trentacinquo nato 
Fo qnesto tempio a Zorzi consecrato. 
Fo Nicolao scultore 
E Glielmo fo lo antore.' 

At San Zeno di Verona the names of Nicolo and Gnglielmo are also associated 
(see Baruffaldi, op. cit p. 4, note 1). Zani, Enc, Met ix. 214, expresses his belief 
in the identity of the two Nicol6'8 (see also vii. 401). MaflPei, Verona Ilhistrata^ 
vol. iv. p. 290, ed. in-8vo, from the obscure inscription at San Zeno thinks he was 
perhaps a native of Zara : ' Hie exempla trahi possunt lads Nioolai — fu forso di 
Zara, ed a dispetto del verso va letto ladarensis.' Baruffaldi, op, cit, i. 13, who 
derives Ficarolo from the fig-tree branch calls him a Lapo, an ancestor of Brunei- 
leschi whose family originated in Vico Ariolo. By Lapo, Yasari (from whom 
Baruffaldi took this idea) means Amolfo del Cambio now known not to have been 
a Lapo. The arms of the Lapo fieimily were leaves of the fig-tree — some of which, 
Lapo, the ancestor of Brunelleschi (says Yasari) carved about the doors of Sta. Maria 
del Fiore at Florence. Hence the idea that Brunelleschi was descended from 
Nicol6 del Ficarolo. Cicognara, ii. 195 (ed. Yen.), remarks that such leaves are 
too commonly used as an architectural ornament to call for any special interpre- 
tation. See Cittadella, Not. Bel. a Ferrara^ p. 89. 

' Quadro Chronologico at end of vol. ii. of Baruffaldi, p. 584, notice extracted 
from Le Chiese di Ferrara, di Scalubrini, p. 18. See also Cittadella, op. cit. p. 48. 

* Cittadella, op. cit. p. 6IJ8. 

ii2 



244 ITALIAN SCULPTORS. 

with them one of the marquis's sons whom they swore to kill 
unless the object of their hatred was given up to them. Finding 
resistance impossible the marquis ordered the unhappy man to be 
surrendered, when he was instantly torn in pieces by the rioters, 
who threw his mangled remains upon the still smoking bonfire. The 
ringleaders were subsequently arrested and either put to death or 
banished.^ 
st^itueof An interesting statue of the Marquis Alberto d'Este, who suc- 

d'Rstc. ceeded the Marquis Nicok\ may be seen in a niche of the fa9ade 
A.D. 1389. ^£ j.|^^ duomo to the right of the great portal. It is a stiff ungainly 
figure dressed in the habit of a pilgrim,* in commemoration of his 
journey to Rome, when Pope Boniface IX. conceded the indul- 
A.D. 1391. gences of the jubilee year to all who should visit the shrines of the 
a|X)stles. He travelled thither with a suite of four hundred per- 
sons, all like himself in penitential habits, escorted by a guard of 
soldiers bearing black lances, banners, and pennons, and after having 
been presented with the golden rose by the pope, and authorised to 
open a university of arts and sciences in his capital, returned home 
A.D. 1393. to be received with great rejoicings, and honoured with the statue 
of which we have been speaking. More than half a century later 
great preparations were made at Ferrara for the fitting reception of 
The Prin- thc Priuccss Elcouora of Aragon, daughter of King Ferdinand of 
nora of Naples, and future spouse of Duke Hercules I. The duke had sent 
his brother Sigismond and Albert with a numerous tmin to Naples, 
whence after being magnificently entertained for several days, they 
set out on their return with the princess. At Rome, which they 
reached after a journey of thirteen days the bride was lodged in 
a temporary palace of wood containing fourteen rooms splendidly 
adorned with tapestries and rich furniture, which the Cardinal of 
San Sisto nephew of Pope Sixtus IV. had erected for her recep- 
tion in the cortile of his palace. The next day the princess went 
on horseback in great state to visit the pope, and two days later 
resumed her journey, which occupied nearly four weeks. An in- 
numerable crowd of people, singing, playing, and dancing, went 

' Mpitioris per la Siorui di Ferrara, raccolto da Antonio Frizzi, 5 vols. Ferrara, 
1701, iii. 332-5. 

* Ibid. ii. 344. Seo also Gio. Battista Pigna, Historia de' Priucipi d'Esle 
(FeiTara, 1580), lib. v. p[). 321-7 ; and tlio work entitled Delle AiUichild Eaten^i ed 
lialiane, pfc. ii. cb. vi. p. 158 ; and Cittadella, o/>. clt. p. 415. 



Anigon. 
A.D. 1473. 
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out to meet her on her approach, and escorted her into Ferrara, 
where the pavements were covered with rich carpets, and the 
houses decollated with superb tapestries and green boughs* 
Dressed in a suit of cloth of gold cut after the Neapolitan fashion, 
wearing a crown of gold adorned with pearls upon her head, 
and many jewels upon her person, the fair bride rode forward 
upon a noble steed until she met her future lord, when she dis- 
mounted and proceeded to the palace under a baldacchino made 
of cloth of gold.^ On the following day the marriage ceremony took 
place in the duomo, and the event was celebrated by tournaments, 
games, and splendid banquets.^ Among the payments recorded 
for expenses incurred for the arrival of the * Illustrissima nostra 
Madonna' is one to Lodovico Castellani for ornaments which he Lodovico 
had made for the royal carriages.* This artist, who was skilful as 
a sculptor and worker in terra-cotta, made a mortorio or group of the 
dead Christ, with Joseph of Arimathea, the Mary's, and St. John, aj).i468. 
for the duomo at Ferrara, whence it was removed to the choir of the 
church of S. Antonio Abate in Polesine. The life-size figures 
painted and robed in coloured draperies are conceived in the same 
exaggerated style which marks the many groups of the same subject 
by Guido Mazzoni of Modena.* 

Among the contemporaries of Castellani were Alessandro Contem- 
Angeli, sculptor and bronze-caster; Antonio Marescotti, who was ^^. 
especially renowned as a medallist;* and Alfonso Cittadella alias ^"^"fi, 

^ ; ' Cittadella, 

Lombardi, by far the most renowned of Ferrarese sculptors,^ His ^^^ 

' '^ ^ 1488 (?). 

' Frizzi, op, cU, iv. 84. 

* The duchess died October 11, 1493, mnch regretted by her subjects who loved 
her for her humauitj, wisdom, and piety. — Delle Aniichitd Estetiaiy pp. 231-45, 
and 258. 

3 * De havere facto et fabrica alcune cosse a beUezza de li caroci.* 

^ This group is in the Clausura deUe Monache and cannot be seen without 
special licence from the archbishop. 

^ One of the many artists who have been erroneously mentioned as having cast 
the five bronze statues by the Baroncelli in the duomo, and the statue of Duke 
Borso d' Este (Cittadella, op. cit. p. 46 ; and Sardi, Storia di Ferrara, lib. 7, quoted by 
Banifialdi, i. 1)8). Marescotti's medals are greatly inferior to those by Pisanello, 
Sperandio and Matteo de* Pasti. The best are those of S. Bernardino da Siena 
(1450), the Beato Giovanni da Tosignano bishop of Ferrara (1446), Borso d'Este, 
Galcazzo Sforza, Paolo Albcrtini and Galeazzo Marescotti (see Litta, Famiglie 
Celehrij art. * Marescotti,* fasc. xliii. (1838) ; and plates xiv. pt. i. and xiii. pt. ii. 
{Trhor de Numismatiqtie et de Glyptique). 

^ Vabari, vol. ix. and Tav, Alfabetica, p. 22, give the date of Alfonso's birth as 
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father Nicol6 Cittadella, a Lucchese settled at Ferrara, there mar- 
ried a lady named Lombardo, one of the &mily of the Venetian 
sculptors of that name, whose head, Pietro, is said to have directed 
our sculptor^s early studies.^ As this however seems hardly pos- 
sible, since Pietro, so fiur as we know, never visited Ferrara, we 
are inclined to believe that if he studied under any of the Lombardi, 

A.D.1506- it was under Antonio who resided there for several years in the 
employ of the duke.^ A terra-cotta mortorio in the confession of 

A.D. 1606. San Pietro at Bologna is pointed out as the work of Cittadella wiien 
but sixteen years old.* This group, if it be really the production 
of so young an artist justifies Michel- Angelo in applying to him 
the epithet of * II Dio della Terra,' * and in taking so promising 
a youth to assist him in casting the statue of Pope Julius II. at 

A.D.1606- Bologna. We find proof of Buonarroti's influence upon Cittadella 

^^^' in the * Mortorio della Madonna,' a c<Mnpo8ition of colossal terra-cotta 
figures grouped around the dead body of the Virgin which he made 

A.D.1619. for the oratorio of Santa Maria della Vite at Bologna.^ Its obscu- 
rity of meaning is its gravest defect. The figure starting back in 
a theatrical attitude behind the low couch upon which the body is 
laid out, appears to be Christ with the book of the New Dispensation 
in his left hand, stretching out his right arm to hold back the Jewi^ 
law typified by a bearded figure holding above his head the tables 
of the Covenant The overthrow of the Old Dispensation seems 
further symbolised in a recmnbent figure vainly endeavouring to 
rise, which fills up the foreground, and more than half conceals the 
Madonna fix)m the spectator. To the right and left of the central 
group are the Apostles, reading, meditating, reasoning, while one 
kneels with clasped hands by the side of the couch. Draped in 
a somewhat academical style, and grouped with too apparent 

1488. Petracci, voL i. p. 198, note 1 to Baruf&ldi, says 1463. The Cayaliere 
Cittadella claims him as a Ferrarese, as does Petrucci ; and Gnalandi, Mem, delle 
Belle Arti, serie ii. p. 50 : * Dominns Alphonsus quondam Nioolai de Lucca, alias 
de Lombardis, sculptor Bononi» habitator.* — Procura di A, Lombardi, a.d. 1586. 

^ Mem. St vfU, alV Area di 8, DomenicOy p. 94. Cicognara, iii 865, says that 
he was the pupil of Nicola dell' Area n Dalmata. 

* See chapter on Venice in this volume. 

s Baruffaldi, op, cU. i. 200, ascribes it to him. 

* Cittadella, op. eit, p. 178. 

* Gualandi, o}). cit., gives a document from the Archivio delV Opera di 8ia, Maria 
della Vite, and doc. signed A, foglio 282, group commissioned in December 1519, 
completed and paid for June 80, 1522. 
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artifice, the figures resemble actors in a tableau-vivant set up to 
look parts which they do not feel. 

Other works by CittadeUa at Bologna are the group of Hercules aj). 1520. 
and the Hydra in the Palazzo Pubblico ; ^ four figures in terra-cotta 
of the patron saints of the city, in niches upon the pilasters which 
support the arches under the Torre dell' Arengo;^ a group of the a.d.1625. 
Resurrection of our Lord in the lunette over one of the side doors a.d. 1526. 
of St. Petronius, and figures of Adam and Eve inside the church ; 
and the terra-cotta busts of the Apostles in the church of San 
Giovanni in Monte.^ He also received a conunission from the 
famous condottiere Armaciotto de' Ramazzotti to erect his monu- Bom 1 464, 
ment in a chapel of San Michele in Bosco which he had built 
and caused to be adorned with frescoes by BagnacavaUo. This 
free captain had performed many daring feats of arms in the service 
of the Medici and the Bentivoglios, of popes Julius II. and Leo X. 
by whom he was knighted; he had taken part in the battles of 
Ravenna and Montemorlo, had tasted abject poverty and immense aj). 1512. 
wealth ; in short his life abounded in incidents which offered abun- a.d. 1687. 
dant material for the decoration of his monument with statuettes 
and bas-reliefs.^ But Cittadella who lived at a time when artists 
no longer availed themselves of such opportunities, neglected them, 
and sculptured a weak, ill-drawn figure of the knight dressed in 
armour on the top of a phdn sarcophagus, leaning upon his elbow 
in a position awkward in sleep and impossible in death. When 
Charles V. was to be crowned at St. Petronius our artist decorated 
its portal, and a triumphal arch, with statuettes, and after the aj>.i629. 
coronation gained favourable notice by a wax medallion of the 
emperor which he is said to haye secretly modelled while sitting in 
the room where Titian was painting his famous portrait. Some a,d.i684. 
years later while waiting at Rome in hopes of obtaining the com- 
mission for the monuments of popes Clement VII. and Leo X. 
Cittadella sculptured a bust of the emperor which was bought 
by Caprdinal Gonzaga. A duplicate of this bust, which the Duke 



* Made in competition with Zaccaria da Volterra (Baruffaldi, i. 207). 

* Vasari, vol. ix. p. 12, nota 2 ; and Ghirardacd, St. di Bologna, vol. i. lib. vii. 
p. 215, and index, letter Q. 

' Gnalandi, Quida di Bologna, p. 77. 

* Memorie Storiehe intomo aUa Viia di Armaciotto cfe' Bamatzotti^ in-foUo, 
Firenze, 1835. 
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Alessandro de* Medici gave to Cardinal Cibo, procured him the 
A.D.1533, patronage of that prelate, with whom he visited Carrara,^ where 
^^^^' he made a statue of the Bolognese poet Giraldi.^ His best works 
A.D. 1682. are the bas-reliefs upon the predella of the Area di San Domenico 
at Bologna, delicately-sculptured but somewhat overcrowded com- 
positions. These represent several incidents in the life of St. 
Domenic, and the Adoration of the Magi. He died at Bologna 
Giroiamo about the vcaT 1537.* Girolamo Usanza, called like himself, 

Usanza. 

U Ferrarese, and his reputed brother, though in no wise related 
to him, is not to be confounded, as he has often been, with 
Girolamo Lombardi the son of Antonio di Pietro, who worked at 
Loreto with his brothers Aurelio and Lodovico upon some of the 
mannered and ill-proportioned prophet statues^ which fill the niches 
of the marble parapet around the Santa Casa. The identity of this 
artist is difficult to determine. He is said to have assisted the 
scholars of Jacopo Sansavino in sculpturing the bas-reliefs upon the 
A.i>. 1634 - loggietta of the Campanile at Venice,* to have lived for many years 
at Loreto and Recanati, at which latter place he established a bronze 
foundery where he is said to have cast a font for the cathedral of 
A.D.1663. Prague, adorned with bas-reliefs whose subjects were taken from 
the Old and New Testament,^ but no such work exists in Bohemia, 
nor are there any documents known connected with it. The statue 
of St. Andrew over an altar in the church of S. Andrea at Ferrara 
is the one work in that city attributed to this sculptor whose exist- 
ence even has been called in question by a competent authority.^ 
Equestrian In the year 1494 the commune of Ferrara decreed that an 
Duke equestrian statue of Duke Hercules should be made in commemoration 
a* Este. of the enlargement of the city walls. The model was completed by 
an unknown artist, but it was never cast; a sculptor named Antonio 

* Marchese Campori, Artist i Estensij p. 154. 

2 Identified by Petrucci (vol. i. p. 226, note 1, of Baruffaldi) with that in the 
university at Bologna. There is a bust of Pope Clement VII. in the Riccardi 
palace at Florence by Cittadella (Vasari, vol. ix. p. 15, nota 1). 

* Vasari tells us that Alfonso having declared his love at a ball to a * gran 
dama' in the words of Petrarch's sonnet (no. 101), * Se amor non e, che dunque 
e quel ch* io sento? ' she answered, * E sara qualche pidocchio.* The repartee went 
the rounds at Bologna and turned the laugh against the presuming lover. 

* Selvatico, op. cit. pp. 309-10. 

* ' Opus Hieronymi Uxanza da Ferraria, mdliii.' 
c Cav. L. N. Cittadella. 
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di Gregorio purchased the marble columns for its pedestal at Verona, Antonio 
and returned to Ferrara where he and his assistants Domenico and gono. 
Bernardino da Milano spent the next three years in carving orna- a.d.i6oo. 
ments for the frieze and base.^ 

Several sculptors, but of little importance, flourished at Ferrara 
in the fifteenth and sixteenth centuries,^ where many foreign artists 
were also employed by the princes of the house of Este. Belri- 
guardo, which is described as richer in statues, bas-reliefs and 
pictures than any other building of the kind in Europe,^ and the 
splendid ducal residences of Belvidere and Belfiore, would perhaps 
have revealed to us many treasures of art now lost or dispersed had 
they not been wantonly destroyed. ** 



REGGIO. 

The only Res:o:ian sculptors of note are Bartolomco di Clementi Barto- 
Spani (son of Giovanni da Cremona), and his grandson Prospero. ciementi 
Bartolomeo had three sons, Bernardino, the father of Prospero; 
Giovanni Andrea, who was a goldsmith ; and Girolamo, who was 
like his father goldsmith, sculptor, and architect. We first hear of a.d. 1494. 
Bartolomeo as a goldsmith working upon a silver cup for the canon 
Bernardino Nigoni, upon two silver statues of saints for the duomo 
at Reggio,* and busts of SS. Prosdocimo and Giustina in the same 
material, whose bases were adorned with minute bas-reliefs, for a 
church in Padua. Some years later we find him employed as an a.d. i518. 
architect, upon the fa9ade of the church of San Giacomo and the door 
of the Palazzo Donelli at Reggio, and as a sculptor, upon the marble a.d. 1613. 
columns of the cloister of San Pietro, the Malegazzi and Arlotti 

* These columns were never used, as one of them which had been brought up 
the river to Ferrara fell overboard and could not be recovered ; the other which 
had been safely dragged to the Piazza, was eventually set up to support a bronze 

statue of Pope Alexander VII.^ (Vide Cittadella, Mem. &c. pp. 422-3.) a.d. 167.>. 

^ M. Arma da Regenta, 1554; M. Giovanni, 1554; Ippolito d*Arento, 1574-77 ; 
M. Maffeo, 1503; Ercole Azzolino, 1574; Martino Burzoni, 1548; Alessandro Ca- 
gnone and Bart. Calabroso, 1554; Ottaviano, 1552 ; Alessandro and Giorgio Cariboni, 
1585 ; Gio. Ant. di Giacomo, 1552 ; M. Giulio. Lodovico Ranzi made many statues 
for the Palazzo Pubblico at Brescia (see Cicognara, ii. 350) ; Alfonso Alberghetti, 
1572 (ibid. vol. iii. p. 343, nota 2) ; Cristoforo da Ferrara (Cicogna, Isc. Ven, vol. iii. 
p. 361, no. 2). 

' * Ut nulla alia esset in Europa cnncta, que cum hac sua confcrri posset.* 

* Assisied by his son Giovanni Andrea (Vasari, vol. vi. p. 106, notal). 
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monuments in the duomo, and the tomb of Rufino Gabbinata in the 
church of San Prospero, which consists of a sarcophagus with 
sepulchral effigy, supported upon a sculptured base, and placed in 
a recess, the architrave of which is adorned with arabesques, and 
the lunette with a bas-relief of God the Father. The general design 
is good, and the style sober and in good taste, but the effect is 
marred by details which are singularly out of keeping with the 
monument of a Christian prelate, such as the sphinxes supporting 
the roundel, and Neptune with trident, chariot and sea-horses, in 
the bas-relief upon the base. Such errors in taste, common in the 
monumental art of the time, are manifest signs of a decadence which 
Prosporo the works of Bartoloraeo's grandson and pupil Prospero show most 
born(?)/ fully. Whcu a very young man this artist studied at Rome, and 
May 26, thinking to attain Michel-Angelo's grandeur of style by throwing 
his statues into strained attitudes, and giving an unnatural de- 
velopment to their limbs and muscles, modelled such monstrous 
creatures as the colossal Lepidus and Hercules which stand before 
the Ducal Palace at Modena, and the clumsy statue of Bishop Ugo 
Tomb of Rangoni in the duomo at Reggio. As this monument is considered 
Rangoni. Prospcro's mastcrpiecc, it may be taken as a fiur example of his 
manner. The white marble sarcophagus stands upon a red marble 
base, at each end of which are life-size genii, the one holding a 
crosier, the other a sword and helmet. Above it, and out of all 
proportion with it, sits the gigantic bishop, within a square recess 
crowned by a broken pediment, whose ends are connected by a 
shield sculptured with the arms of the prelate. These arms are 
again introduced in black marble shields upon the base of the monu- 
ment, which is adorned with two small seated figures in relief of 
Innocence emblematised by a dove, and Self-Devotion by a pelican.^ 
Bad as it is in style, ugly in combination of colour, and faulty in the 
relative proportion of its parts, it is if possible surpassed in bad taste 
Tomb of by Prosperous monument to the canon Cherubino Sfortiano^ in the 

Cherubino */ ^ 

sfortiano. samc chuTch, which consists of a huge whit^ marble hour-glass, 
supported on a base of red marble, flanked by figures of two Virtues, 
and croAvned by a, statuette of Christ. We will not trespass upon 

* Tliis tomb cost 1250 golden scudi (Fontanesi, Disc. Accademico sopra Clemenii, 
Reggio, 1826). 

* Who was travelling with Cellini when he killed the postmaster near Siena 
(see CY'llini's Autobiography). 
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the reader's patience by describing any more of this sculptor's 
works, but we cannot refrain from quoting a passage jfrom a dis- 
course delivered before the Academy at Reggio as an example of 
the excess to which panegyric can be pushed. In the two statues 
of weeping women which form part of a monument to the juris- 
consult Bartolomeo Prati in the crj^t of the duomo at Parma, * We a.d. 1542. 
see combined/ says the enthusiastic speaker, ^ the suffering of the 
Laocoon, the " morbidezza " of the Venus de' Medici, and the grace 
of the Flora, any one of which excellences would entitle Prospero to 
be considered as the equal of Glycon and Praxiteles.' ^ 

MODENA. 

The bas-reliefs upon the fa9ade of the duomo at Modena,^ the a.d. 1099. 
leaves, birds, and arabesques about the side-posts of its great portal, and ^^^'^^ 
those about its smaller doors were sculptured in the twelfth century Jj^® ®^ 

^ af the duomo. 

by Wiligelmus. The figures are clumsily proportioned, with staring 
eyes and dangling feet, but the ornaments, though coarsely executed, 
are skilfully combined and effective. Much has been written about 
the nationality of Wiligelmus, who has been called a Modenese, a Lom- 
bard, and a Grerman.® Those who incline to the last opinion identify 
him with that Wilhelm von Innspruck, who assisted Bonanno of Pisa 
to build the famous leaning tower. Some support for his foreign a.d. 11 66. 
origin has been supposed to be found in the subject of the sculptures 
which illustrate King Arthur's victories over the Visigoths,* but we 
cannot consider this any proof that Wiligelmus was not an Italian,^ 

1 Fontanesi, op, ctL p. 28, nota 13. Gabriele Bombasio or Bambace (a dramatic 
author whose tragedy of L^AUdoro was performed with stage decorations by 
Prospero, when BarbcLra of Austria, Duchess of Ferrara, visited Reggio) was so dis- ^d- 1668. 
satisfied with Vasari's mention of his favourite sculptor that he wrote him a letter 
in which he corrected his mistakes and supplied his omissions. Could he have a.p. 1572. 
known that Prospero would have found so warm an advocate nearly three centuries 
after his death, he would have rejoiced indeed. 

* Founded in 1099. For a notice of the sculptures by the Campionesi within 
the church, see Lombard chapter in this volume. 

* See Introduction to Tuscan Sculptors^ p. 49. Cicognara, vol. iii. ch. ii., calls 
him a Lombard, Tiraboschi an Italian. Kreuser, Die christliche Kirchenbau, i. 468, 
says he came from Nuremberg. The bas-relief of the Creation of Eve is engraved 
in Cicognara, tav. 7, and Agincourt, tav. 21. 

* They are inscribed with the names of King Arthur and his knighte. 

* Ricci, op, ciL vol. i. p. 628, and p. 610, note 39, mentions such choice of sub- 
ject as a proof of foreign influence upon liidian art. 
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as King Arthur was looked upon as the model of a Christian knight 
in the south as well as in the north of Europe. Between his tune 
and that of Giovanni Guerra da Modena/ who assisted in carving 

About oniaments about the pilasters of the choir parapet in the duomo at 
Milan, Modena produced no sculptor, nor is it till we come to the 
latter part of the fifteenth century that our attention is arrested by 

Guido the works of Guido Mazzoni, called II Modanino from his birthplace, 

and II Paganino after his grandfather.^ This artist should rather 

be called a ^ plasticatore ' than a sculptor, as he worked altogether in 

clay. His works which are vulgar in type, intensely realistic, full of 

exaggerated expression, and monotonous through their unvarying 

repetition of the same subject, owe their effect to earnestness and truth 

to homely nature. When we have seen one of his groups we have 

seen all, and know the capabilities of the man thoroughly. Let us 

take as an example the * mortorio ' in the church of San Giovanni 

DecoUato^ at Modena. (See Plate XXIX.) The dead body of our 

Lord lies upon the ground ; the Madonna, a weeping old woman, 

who kneels on one knee at the foot of the cross behind the body of 

her son, is supported by the beloved disciple, and by the Magdalen, 

who leans forward with dishevelled hair and distorted features, as 

if screaming in an agony of grief. St. Joseph sits at the head of 

the body stretching out his hands towards it, and several of the 

disciples are grouped aix)und. The startling effect of these coloured 

life-size figures, robed in heavy but carefully -arranged draperies, 

modelled with no small skill, can easily be imagined. This 'mortorio' 

differs very little firom that by the same artist at Santa Maria della 

Rosa at Ferrara,* or that at Monte Oliveto at Naples, which he made 

A.D.1490. for King Alphonso 11. of Aragon.^ The group of the Nativity in 

' Ricci, ii. 38(5. 

^ His great-grandfather Guido il VeccLio came from a castle in the mountains 
of !Modena called Montecnccolo. His father's name was Antonio (vide Le Opere 
di G. Mar.zoni e di Antonio Begarelli, dig. cd incise da Guizzardi e Tomba Bolognesi, 
Modena, 1823 ; Tiraboschi, Bih. Mod. vol. vi. pt. ii. p. 407 ; and Vedriani, Baccolte 
de* Fittoii e Scultori Modoncb'ij p. 2G ; also Vasari, iv. 6). 

' This mortorio was originally in the Cappella della Confratcrnita of the hospital 
of San Giovanni della Morte, then in the public prison. It was repaired and 
repainted by M. Francesco di Bianco Frarc. 

*• This group is often attributed to Alfonso Cittadella II Ferrarcse, but to our 
eyos it is unmistakeably by Guido Mazzoni. 

* It loses much of its effect by being coloured to resemble bronze. It is how- 
e\cr very interesting historically as borac of tlie flgiu'Cb arc said to be porti-aits; 
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the cry4)t of the duoino at Modena is of little interest,* as the 
subject allowed of no dramatic display, but some of the heads are 
extremely living in their expression.^ Of the now-destroyed mor- 
torio which Mazzoni made for the monastery of Sant' Antonio Abbate a.d. h89. 
at Venice we have no other record than that furnished by the con- 
tract, which is curious for the stipulation made by the artist, that in 
consideration of his having relinquished to the monastery a part of 
the money promised him in payment for it, his name and his coat 
of arms should be placed upon it, and mention of his gift made in 
the inscription. King Charles VIII., whom II Modanino accom- 
panied to France after the conquest of Naples, made him cavaliere a.t>. 1495. 
and allowed him to enrich his coat of arms with the royal fleur de 
lys. After the king's death our sculptor was commissioned to make a.d.i498. 
his tomb at St. Denis. According to Felibiens' description ^ it was 
of black marble, with ornaments and figures in gilded bronze. Its 
four sides were adorned with niches containing statuettes of the 
Virtues, divided from each other by flat spaces decorated with 
swords wreathed with laurel in memory of the royal conquests, 
and upon the top was placed the efiigy of the king kneeling before 
a prie-dieu, with four angels bearing shields engraved with the 
aiTns of France and Jerusalem.^ Whether he modified his style in 
dealing with a subject so foreign to his habits, and what was the 
character of the many other works which he is said to have executed 
during a residence of more than twenty years in France, we can- 
not judge. Certain it is that he must have been well paid, as he 



the St. John of King Alfonso ; the St. Joseph of Sannazzaro the poet ; the Nicodemus 
of Gioviano Pontano ; and one of the other figures of the king's son Ferrandino 
{Quida degli Scienzmti, i. 387-390 ; Celano, Notlzie di NapoUy ii. 30). 

* Belonged to the Porrini family at Modena. According to the Cranaca Mal^ 
gazzi they refnsed to part with it for 500 golden scndi. It was long in the Palazzo 
Livezzani (see Vedriani, op. cit pp. 31-2). The second shepherd to the right 
and the head of the first to the left are by an unknown sculptor. A sculptor 
named Righi made the sheep and shepherd in the background about 1527. 

^ Estratto dal Catastico di Costello in Venezia (Cicogna, Isc. Ven, i. 360 ; and 
Sansavino, Venezia Descritta, p. 32). The monastery and the group have both been 
destroyed. 

' Histoire de VAhhage Royale de St. Denis, p. 550 ; at p. 550 a small outline of 
the tomb is given. 

* A brass-gilt plate on the pillar nearest to the monument was inscribed with 
two epitaphs and the words * Vixit annos 28. Obiit anno a Natali Domini 1498. 
Opus Paganini Mantovicusi«.' 
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ml ^^' returned to Modena * a rich man, and purchased many houses and 

Sept. 12, much land before liis death which took place two years later. His 

first wife Pellegrina Discalzi,* and his daughter both accompanied 

him to France, and assisted him in his labours, proving by their 

skill in sculpture the truth of Ariosto's lines : 

Le donnc son venute in eccellenza 
Di ciascun' arte ov' hanno posto cnra. 

During the absence of II Modanino from his native city a 
formidable rival had arisen in the person of the * plasticatore * 
Antonio Autonio Bcgarelli,^ who though a less original was a far better 
born 1479. cducatcd artist. He was the son of a baker named Giuliano, and 
is by some persons said to have studied under II Modanino after his 
return from France, which is improbable as he was then thirty-seven 
years old, and by others under Alfonso Cittadella, which is still 
less credible as that artist was his junior by nine years. The 
l)ictorial character of Begarelli's style bespeaks quite another in- 
fluence, and corroborates the story of his intimacy with Gorreggio 
from whom he may have borrowed something of his flow of line and 
almost morbid grace, but if so the influence was not a happy one, as it 
is easy to paint great masses of drapery, and so lighten them with 
magic effects of chiaroscuro and artifices of colour that they become 
light and airy, and impossible to model them in a material like 
clay as it admits of no such handling. Disregarding this truth 
Begarelli arranged his draperies into forms which colour only could 
have rendered acceptable, and grouped his figures in a manner quite 
opposed to the requirements of plastic art.* With the exception of a 
few years* residence at Parma Begarelli lived and worked altogether 
at Modena, so that it is only there that we can become acquainted 
with him. Ilis most important work is the Taking down from the 

* Cronaca Belleardi MS. says lie returned to Modena Jane 19, 1516 (see 
Tiraboschi, Bib. Mod. i. 192). 

* Vasari, vol. iv. p. 6, nota 1. Vedriani, oj). cif. p. 33, says that Isabella Discalzi 
Mazzoni*s second wife was the sculptress. 

* Vasari calls him H Modana (see xi. 243). 

* The famous dictum of Michel- Angelo upon his terra-cotta groups, * Se questa 
terra diventasse marmo, guai alle statue antiche,' has a very apocryphal sound, for 
he must have felt that if Begarelli's system of dealing with sculpture was right 
then that of the Greeks was fundamentally wrong (see Vasari, vol. xii., and 
Campori, op. nt. p. 103). Michel- Angelo saw Begarelli's groups at Modena when 
he was on his way back to Florence from Venice a.d. 1529. 
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Cross,^ ill the church of San Francesco. Nicodemus and Joseph of 
Arimathea with two other persons are represented in the act of 
detaching the body of our Lord from the cross, at whose base the 
Virgin swoons in the arms of the three Marys. SS, Anthony of 
Padua and Jerome stand at the foot of the two side crosses, and 
SS. Francis and John the Baptist kneel near them in ecstatic con- 
templation. By far the most striking feature in the composition is 
the central group of women, one of whom supports the head, while 
the other two hold up the drooping hands of the Virgin, whose 
attitude is one of complete abandonment, and whose face wears that 
expression of suffering which the features sometimes retain while 
consciousness is suspended. Had this group been painted by Cor- 
reggio, it would have ranked as a masterpiece, but owing to its 
fluttering and complicated draperies, and the hasty action of the 
women who seem to have turned from the Crucified just in time 
to receive the fainting form of His mother, it is bad in sculpture. 
The work has the great fault of want of connection between the cross 
and the figures in the foreground, as the space is so very great, and 
the two actions so separated, that they form two distinct compositions. 
The Pieta by Begarelli at San Pietro has much greater unity of 
design, and is much more sculptural.^ The Madonna is sustained 
by St. John as she kneels by the dead body of our Lord, whose head 
rests upon the lap of Nicodemus. The mourners are absorbed by 
one feeling, their draperies are well managed, and the head of 
St. John is especially full of sentiment. Other works by Begarelli 
of inferior quality, are the Magdalen lying at our Lord's feet, with 
SS. Peter and Paul and two attendants, in a corridor leading from 
San Domenico to the academy; the Pietii at Sant' Agostino, which 
b chiefly interesting because the Joseph of Arimathea is said to be a.d.i626. 
the portrait of its sculptor; the statue of St. Mary Magdalen in the 
Belleardi chapel at Sta. Maria del Carmine; and the Madonna and a.d.i53i. 
Child with St. John in the sacristy of the Chiesa Votiva. In the a.d. i528. 



^ The monks of Santa Cecilia ordered tliis work and paid more than 300 gold 
scudi for it. Yedriani, Mengs and Lanzi say that the St. Jerome and the St. John 
were modelled by Correggio. Pnngileoni, let del Correggto^ ii. 196, doubts it. 

' An altar group of the Madonna with angels and saints in this church, a very 
poor work, was begun by Begarelli in 1553 and finished by his son Ludovico. 
The five statues of saints on either side of the nave have been sadly disfigured 
by coats of paint. 
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4 

A.D. 1558- academy at Parma, where Begarelli resided for three years in the 

^^^^' latter part of his life, there are two groups, one of the Madonna 
and Child to whom St. John presents a flower, with SS. Benedict, 

A.D. 1561. John the Evangelist, Felicitii, and Vitale; the other a group of the 
Madonna and three saints. 

Vasari tells us ^ that Begarelli, who is supposed to have died at 

AD. 1559. Modena about the year 1565, contracted with the monks of the 
convent of San Benedetto at Mantua to model many life-size figures 
for their church, for which he was to be paid ten gold scudi apiece, 
but no statues of the sort exist at Mantua, nor is there any further 
mention made of them. 
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KaHv Parma seems to have revived under the Lombards from the 

and 8cuip- state of decadence into which it had lapsed since the downfall of the 
Parma. Romau Empire, as it had become the seat of a court of jurisdiction 
(curia), and was governed by a Lombard duke. Its cathedral and 
bishop's palace ^ were doubtless edifices in the Romanesque style, 
decorated with sculptured animals, monsters, and capricious forms, 
of which the capitals carved with fantastic figures at Sta. Croce, and 
the bas-reliefs of the font at Vicofertile are probably examples.^ 

Charlemagne visited Parma and conceded to it the right of 
coining money, and under his immediate successors it was adorned 
AD. 833. with several new churches, among Tvhich was the Basilica of San 
Quintino, one of whose original doorways furnishes us with an 
example of the rude sculpture of that time in the heads carved 
about its arch, and in the leaves and figures (perhaps symbolic of 
the four seasons) about the capitals of its supporting columns.* 
To the same period belong some wood-carvings from the church 
A.D. 835. of Sant' Alessandro representing birds, quadrupeds, and monsters 
feeding upon the leaves and bunches of a vine.^ If we compare 

* Vasari, xi. 244. 

^ Carlo Troya, Co'Iice Biplom. p. 111. 

* Sig. Lopez in the Introduction to his work entitled 77 Batiistero di Tarma, at 
p. 9 declares liimself uncertain whether these bas-reliefs and capitals belong to 
Lombard times or are posterior. 

* Lopez, op. cit. p. 13. 

* Ibid. These works coiiimonly called * dalln porta di S. BeHoldo ' are preserved 
in the choir of the church. 
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these works with those of two hundred years later, we see that 
art had remained in abnost the same low state, the only progress 
being in the power to grasp a wider range of subject. Thus 
in the capitals of the columns of the Loggia which runs round 
the interior of the duomo,^ we find some sculptures purely orna- 
mental, others symbolical, such as the Sacrifice of Abraham, and 
others satirical, such as the figures of a monk with a wolfs head, 
and a wolf dressed as a monk with the , inscription ^ Est monachus 
factus lupus, hie sub dogmate thracius (tractus?).' ^ 

In the twelfth century we at last find decided improvement 
in the works of Benedetto di Antelamo, generally called Antelami, Benedetto 
who built the famous baptistry, and adorned it and the duomo teiamo. 
with his sculptures. We have elsewhere referred to him as the ^•^•^^^^• 
son of a notary at Parma named Antelmus,* but this conjecture has 
been overthrown by the discovery that the * Magistri Antelami ' t^« Ma- 
were a body of builders or architects like the * Magistri Comacini,' Antelami. 
and that consequently the name as applied to Benedetto merely 
denotes his profession.* These men are elsewhere mentioned as 
workers in wood from the valley of Antelamo. It is possible that 
our Benedetto was descended from a native of Antelamo settled at 
Parma, and that he adopted his ancestor's patronymic like the Campi- 
onesi, many of whom, as we remarked in our chapter upon sculpture 
in Lombardy, are thus styled even when their family names are 
known. The Crucifixion of our Lord from the Cappella Bajardi in 



* Founded in 1058, and consecrated about 1106 by Bishop Cadalo afterwards 
antipope under the name of Honorius II. (Ricci, St. delV Arch, i. 442). 

* Probably this representation was intended to signify that a monk in aban- 
doning the pure doctrine of the Church changed his appearance to that of a wolf 
(ibid. p. 445, and p. 489, note 65). 

* Introduction to Tuscom Sculptors, 

* Sig. Lopez, who first suggested, in the Saggiatore^ vi. 173, that Benedetto 
was the son of Antelamo, a notary of the Sacro Palazzo, has arrived at a different 
conclusion after a perusal of the fragments of the Giml Staiuies of Qenoa^ lib. yi. 
p. 13, published by Ducange, in which the title ' magistri antelami ' is spoken of 
as identical with that of ' fabri murarii ' (see pp. 79-80, note 36, Lopez, II Bat- 
iietero di Parma), At pp. 125-6 he quotes from Carlo Troya> Lombard Code^ vol. iii. 
pt. iii. op. cU,y two diplomas given in 989 and 1033 by Otho III. and Conrad I. 
in favour of the monastery of S. Pietro in Cielo d* Oro in which the * valley called 
Antelamo ' is mentioned as the home of certain carpenters or workers in wood. As 
the Antelamo valley is mentioned together with Besozolo (the modem Besozzo) it 
may have been near it, between the Lago Maggiore and the Lago Yarese in the 
province of Como. 

L L 
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Ri.Hef in thc duoiTio at Parma, described in the introductory chapter to the 
ftt Parma, first poition of this work, was one of the three reliefe which he 
sculptured with the mysteries of Christ's Passion for a pulpit in 
the duomo. Although in many respects stamped with the rude 
character of sculptures of the time, it is fiu* superior to them by 
virtue of the expression thrown into the different figures, and the 
direct part which each of them takes in the sad scene.^ Benedetto 
is also supposed to have made the bishop's throne in this duomo, 
and the four small lions grouped about the side doors of its fa9ade, 
as well as the bas-reliefs upon the red marble sarcophagus under 
the high altar, which represent the martyrdom of four saints and 
The bap- Christ with the symbols of the Evangelists.* Eighteen years after 
A.D ri»«. making the pulpit he began to build the octagonal baptistry, which 
is one of the most interesting edifices in Italy, from the variety 
and importance of the sculptures with which it is decorated within 
and without.® We shall not undertake to explain them fiilly, as 
such a course does not lie in the scope of a general history like the 
present, but content ourselves with describing them sufficiently to 
enable the reader to understand their general scheme.* 

The external sculptures of the three portals are intended to 
illustrate the first and second coming of Christ, and to symbolise 
human life. Upon the side posts of the north portal are Jacob and 
the twelve patriarchs with Moses, who freed the children of Israel 
from slavery as Christ did mankind from the thraldom of sin, and 



> Sig. Lopez, op. cit. p. 21, mentions that a Mend of his possesses three capitals 
carved in high relief with subjects taken from the lives of Adam, David and 
Solomon which from their style he thinks to be by Benedetto and to have belonged 
to the above mentioned ambo. The Cappella Bajardi bas-relief is inscribed — 

' Anno milleno centeno septoageno 
Octavo scultor patravit mense secnndo : 
Antelami dictos sculptor fait hie Benedictos.' 

' The statuettes are earlier, and the ' area ' is supposed to be the only existing 
relic of the old cathedral which was destroyed in 1037. Da Erba thinks it was 
executed under Bishop Lanfranco between 1139 and 1161. The same author 
attributes to Benedetto Autelamo the great lions of the central porch, but this is 
an error as shown by Pezzana, St, di Parma, vol. i. p. 43, note 41. 

• The following inscription upon the architrave of the north door tells the date 
of the foundation of the edifice — 

' Bis binis demptis . annis de mille ducentis 
Incepit dictus . opus hoc scultor Benedictus.' 

* II Batiistero di Panna, ch. iii. pp. 167-95. 
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Jesse, with the twelve kings and the Madonna. These figures are 
seated one above the other upon the leaves of a vine, whose bmnches 
intertwine to enframe them. Around its archivolt sit the prophets 
who foretold the coming of Christ, holding medallions, upon which 
half figures of the apostles are carved in relief. The bas-reliefs 
upon the frieze illustrate the history of our Lord and of St. John 
the Baptist. Upon the side posts of the western portal are sculp- 
tured the deeds of charity, which the Judge will enumerate as 
the titles of those on his right hand * to inherit the kingdom pre- 
pared for them from the beginning of the world,' and the parable 
of the Labourers of the Vineyard, divided into twelve parts to 
represent the hours of the day. In the lunette sits Christ the 
Judge, surrounded by angels bearing the instruments of the Passion, 
and upon the architrave are other angels blowing trumpets to call 
the dead to life. The principal decoration of the southern portal 
is a bas-relief in the lunette, which represents a youth seated in the 
branches of a tree, gathering honey from a honeycomb.^ Two small 
animals are gnawing at its roots, and a dragon, with flames issuing 



1 Many learned explanations have been given of this relief. See for example 
the Bevue Archeolo^iquey Paris, t. x. p. 289 ; Letter written by Sig. Lopez to M. 
Isabelle; .Hammer, Antologia di FirenzCy 1827, p. 84; Val^ry, Voyage en ItaUsy t. ii. 
p. 210 ; Sacchi, Antichitd Bomatitiche d^lialia, epoca i. p. 117 ; M. le Dr. Dachalaii, 
Lettre k M. Lopez da 5 jnin 1854, imprim^ dans le xxii* vol. p. 307, des MSmovres 
de la SoeiUS ImpSriale des Antiquaires de France, 1855, in which he suggests that the 
subject of the bas-relief was drawn from the legend of S. Barlaam ; Didron, Anrudes 
ArchSologtques, vol. xv. p. 413, 1855. Sig. Lopez, op. cit, p. 180, quotes the explana- 
tion given by Sig. Ab. Luigi Barbieri and printed in the Efemeride della Pubhlica 
Istruzione (anno ii. no. 28, April 1, 1861, p. 473), as the most satisfactory. Sig. 
Barbieri says that the bas-relief expresses human life in its beginning, its course 
and its end ; and that it is truly symbolical in that it has a triple significance, 
in relation to the physical, the moral, and the religious attributes of human 
nature: of these he explains the first only, in the following manner: — 1. The 
sun and moon at rest typify the active and passive principles of generation. 

2. The same celestial bodies in motion represent time as measure of human life. 

3. In the tree with its eight apples, at whose roots two animals are gnawing, is 
expressed the transformation of matter or the perennial mutability of forms in rela- 
tion to the generation and corruption of things which serve for man*s sustenance. 

4. The man seated in the tree signifies the mastery of man over matter and the 
irrational animals. 5. The dragon casting fire from his mouth, with open jaws 
ready to devour the man, having his wings extended, a fish's or serpent's tail 
raised alofl, and lion's claws fixed upon the earth, symbolises the four elements 
fire, air, water, and earth, of which the human body is composed, by reason of 
whose contrary tendencies the necessity of dissolution or death comes to the 
corporeal part of man. 
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from his extended jaws, sits watching till they shall have done their 
work and given him his prey. Here we have an allegory of 
human life, for in like manner with this youth, man if absorbed 
in worldly enjoyments forgets his inevitable doom. Perhaps the 
sculptor intended this work and the sculptures upon the other 
doors as a preface to his whole scheme of decoration, typifying in 
it by the dragon, the devil who devours souls, and by them, the re- 
demption from eternal death assured to mankind by the coming of 
Christ. Reliefs in red Verona marble, consisting of those symbolic 
human figures, heads, busts, animals, and fantastic monsters so 
frequently seen about early churches, whose explanation is to be 
found in the Bestiaries and other manuals of Mediaeval symbolism, 
are disposed about the eight sides of the building; and near the 
doors are seated female figures of Faith, Justice, and Peace ; Hope, 
Prudence, and Modesty; Charity and Piety; Chastity, Patience, 
and Humility. 

Inside the building, the lunettes of the three doors are filled 
with reliefs representing the Flight into Egypt, the Presentation of 
Christ in the Temple, and the Regions of the Blessed. In a fourth 
relief upon the high altar Christ is seated within a mandorla, 
(* vesica piscis,') giving his blessing with his right hand and resting 
his left upon an open book. On either side of the Redeemer 
are the symbols of the evangelists, and upon the foot of the 
altar are sculptured three figures in red marble of St. John, 
a Priest, and a Levite. Fifteen bas-reliefs, probably of a later 
date, which are let into the intercolumnar spaces on one side of 
the church, represent the course of the astronomical year by 
figures employed in agricultural labours suited to the different 
seasons, each of which is accompanied with an appropriate zodiacal 
sign.* To judge these works fairly we must remember that they 
were sculptured fifty years before the first known work of Niccola 

* Ricci, Stcn^a delV Architetiura in Italia, i. 562, argues that the Mediaev^ 
zodiacs were perhaps used in the Roman sense, to point out the precise epoch of the 
foundation of a building, or some memorable fact connected with it, or some glorious 
enterprise. This applies to the accompanying figures combined with the signs 
which are always the same. The baptistry at Parma furnishes a solitary example 
of these zodiacal signs placed within the building ; and it is this which induces 
Sig. Lopez to believe that they were not sculptured for it, but for the fa9ade of 
some other edifice from which they were removed to their present place. The 
zodiac was invented by the Egyptians and used by them B.C. 2500. 
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Pisano and were contemporaneous with the bas-reliefe of such 
Tuscan pre-Revivalists as Rudolfinus and Gruamente, who could 
carve a font or an architrave, but who never could have exe- 
cuted a series of sculptures embracing the vast scheme of human 
redemption. If the intention of the sculptor is regarded without 
reference to the broken language in which want of education has 
forced him to express his ideas, we feel that Benedetto di Ant^lamo 
was the most remarkable artist who appeared in Italy before Niccola 
Pisano. It is not known that he worked elsewhere than at Parma, 
but it is possible that some of the sculptures upon the fa9ade of the 
cathedral at Borgo San Donnino are by him, such as the bas-reliefe, 
and the prophet statues in the niches lateral to its great door- 
way, and the group of the Madonna and Child on the wall of the 
Campanile. The architects Albertino da Terenzo and Albertino Scholars 
da Taneto, who flourished about the year 1200, were perhaps his detto. 
scholars, as well as the anonymous sculptors of the ruder reliefs 
about the baptistry, which belong to the early part of the thirteenth 
century. In its latter half Giovanni Buono da Bissone, who was 
called to decorate the great doorway of the cathedral, sculptured a.d. 1281. 
the great lions which support the columns of its porch, and the 
signs of the zodiac in a hard and lifeless style. ^ 

During the fourteenth century there seems to have been a dearth Few scnip- 
of sculptors at Parma, for Aldighiero della Senazza was obliged to p^^ 
invite an artist named Jacopo to come from Pistoja and work for uth cen- 
him; and shortly after a certain Francesco Frigeri, wishing to *^^' 
decorate the sepulchre of his family in the duomo, had to send to ^.d. 135s. 
Cremona to purchase a poorly- sculptured mortorio of wood. No 
certain works of this period exist, save the rude and much injured 
monument erected to Guido Pallavicino in the Abbey of Fontevivo; a.d.i8oi. 
the tomb of Ugolotti Lupi in the oratorio of Casa Melilupi in A.D.1351. 
Saragna, sculptured by a second-rate artist with coats-of-arms and 
figures; and a sarcophagus under the porch of the church of San 
Vitale e Agricola at Bologna, which was made by Maestro Rosa da 
Parma, and used as the burial-place of Mondino de' Liucci a celebrated Died 1318. 
anatomist. It is adorned with a bas-relief representing the professor 



'' ' In mill5 ducto octuago pffio indioione nona facti fhere Leones, P. Magistmin 
Bonam, d. Bixono, ei tpore fratram ghidi Nicolaj B^rardini et Bdvenati di labo- 
reris.* — Bicci, op, cit. voL i. p. 489, nota 64. 
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expounding a book, which lies before him, to six disciples seated 
at low readinfi^-desks, some listenini? and some followinir the text 
in ^ book. Lch Ly hold in ,L hand. Their Jtade, ^ 
agreeably varied, and the expression of attention in their fiices is 
well rendered. AU are dressed in long gowns, with romid caps 
upon their heads.^ 

Civil discords and the tyrannical rule of the Visconti paralysed 

the arts at Parma during the fourteenth century, and the same 

Sculptors political conditions weighed upon them during much of the fif- 

01 ulO _ 

i6tiicen- teenth which produced some few architects, but no sculptors of 
repute. The only existing monuments of this time are the rude 

▲j>. 1416. bas-reliefs upon- the sarcophagus of Biagio Palacani on the £Bt9ade 
of the duomo; the sepulchral slabs of Giovanni Lalatta and his 

A.D.1421. wife; and those of Giovanni degli Ardemani (1422), Antonello 
Arcimboldo (1439), and Antonio Bemieri bishop of Lodi (1456); 

Aj>. 1476. the bas-reliefs of the Beato Simone della Canna, and those upon the 

A.D.1484. sarcophagus of Girolamo Bemiesi in the duomo. Giacomo, Filippo 
and Damiano, sons of Filippo de* Gonzati of Parma, who were dis- 
tinguished as bronze-casters in the fifteenth century, made the 
statues of the four evangelists in bronze upon the balustrade 
around the ciborium in the duomo, which are creditable examples 

Born 1434. of their skill.^ A celebrated wood-carver and ' intarsiatore ' named 
liuchino Bianchini, the supposed scholar of Cristoforo da Lendinara, 

A.D. 1469- who with his son Bemaixiino worked at Parma for a period of twenty 
years, helped them to carve the presses for the sacristy of the 

A J). 1494. duomo, and himself made the woodwork about its great portal, as 
well as the intaglios and intarsiature of the choir at San Lodovico. 
Ilis son Gian Francesco, who followed the paternal profession with 
success, married the daughter of Marcantonio Zucchi the clever * in- 
tagliatore ' of the choir stalls in the church of S. Giovanni Evangelista. 
This same church contains some excellently-sculptured capitals signed 

A.D.1610. by a Maestro Antonio,^ who was employed by the Conte di Cajazzo 

A.D. 1488. several years earlier to adorn the portal of his palace with orna- 
ments and figures. Two workers in terra-cotta are mentioned 
with praise at this time — one being a Maestro Francesco, who also 



1 ' S. M»gro. 22. lea. cii Mondini de Luciis, et es 22 beredum.' 

' The ciborium was made by Alberto da Carrara 1488 (see Lopez, ojp, ciL p. 46). 

* * Anno salntis mdx. Antonius Parmensis faciebat/ — Lopez, op. cii, p. 46. 
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worked at the Palazzo Cajazzo, and the other a Maestro Giovanni, a.d.i488. 
who made a terra-cotta frieze for the hospital. These are the last 
sculptors we know of at Parma. 



PIACENZA. 

Piacenza offers us still less matter for consideration. The 
fa9ade of the duomo, which was erected in the early part of the A.D.ii2a. 
twelfth century, is decorated with the signs of the zodiac, and has 
clumsily-executed bas-reliefs by unknown sculptors about its northern 
and southern portals. The brothers Pietro and Ubertino, who cast a.d.ii96. 
two bronze doors for the Lateran basilica at Rome during the pon- 
tificate of Celestine III., were probably from Piacenza.^ Only one 
other Piacentine sculptor, Livio de' Comaschi, is known to us. 
This artist carved a frieze for the church of San Giorgio Maggiore 
at Venice towards the end of the sixteenth century. a.d.i696. 



GENOA AND CARRARA. 

The most ancient sculptures at Genoa are those upon the exterior Early 
of the duomo, which was founded about the middle of the eleventh at Oe^ 
century, and planned on a vast scale, being intended not only for 
sacred but for such profane uses as the meeting of popular 
assemblies, the reading of decrees, the contraction of alliances, the 
celebration of victories, and other public acts.^ The oldest of its 
sculptures are probably the fantastic animals, sirens, and monsters 
upon the side-posts of the small door on the left, carved in relief 
obtained by cutting away the surface around their clumsy forms, and 
indicating their outlines by furrows. As this system of working 
was that of the sculptors of the Lombard period, it is possible that 

> One of these doors now in the baptistry of Constantine has a few simple 
figures in relief upon the middle of its left valve. Romohr, Italienische Forschungen^ 
i. 268, thinks that the words ' Fratres Placentini ' in the inscription upon this door 
proves the origin of these artists from Piacenza, though he declares himself unable 
to interpret the word * Latusenan ' which follows the name of Hubert. This word 
has been interpreted to mean ' Lausanne ' (see also Platner, Beschreibung Boms^ 
iii. 543). 

* Lopez, op, cU. pp. 53-4. Bicci, i. 356-7, says this was one of the first build- 
ings erected in Italy with this double end in view. The old cathedral of San 
Siro which stood outside the walls was in constant danger of plunder by the 
Saracens. 
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these reliefs and ornaments originally, belonged to the small church 
of San Lorenzo, which was pulled down to make room for the 
new duomo. The little tabernacle on one side of this door which 

D*t«d contains a relief of the Madonna and Child with angels is certainly 

1842. * a work of the fourteenth century,^ while the Martyrdom of San 
Lorenzo in the lunette above the great portal, the Byzantine- 
looking Christ above it; and the series of Biblical reliefs upon 
the facade, which are executed in a stiff hard style, and com- 
posed of many small figures confusedly ranged one above the 
otlier with but little attempt at composition, probably belong to 
the thirteenth. That to the left represents the Stem of Jesse, and 
those to the right the Annunciation, the Meeting of Elisabeth 
and Mary, the Nativity, the Adoration, the Flight into Egypt, and 
the Massacre of the Innocents. 

None of the Genoese tombs and bas-reliefs within the edifice are 

M. iss«. of remarkable merit. The monument to Cardinal Luca Fieschi, 
above a door in the right aisle, consists of a sarcophagus decorated 
with a bas-relief of our Lord and the Twelve Apostles, upon which 
lies the effigy of the cardinal, watched over by two clumsy angels, 

M. 1469. whose action is unusually vehement.* Another Fieschi, Cardinal 
Giorgio, who lived a century later is buried in a chapel on the opposite 
side of the church. His monument is alike Pisan in type, but more 
complicated in design. The sarcophagus stands under a tent- 
like canopy surmounted by a statuette. Four seated statuettes of 
Virtues decorate its front; two figures, which look like monks, 
stand at the head and feet of the recumbent effigy, and' behind 
it are angels, two of whom are praying, and one holding a scroll. 
The statuettes are short and thick-set, and the sculpture is coarse 
and wanting in refinement and feeling. The bas-relief of the 

A.D. 1443. Crucifixion above the altar in the Chapel of the Holy Crucifix, 
which belongs to the same period, is crowded with small stiff 
figures formally ranged one above the other, and equally inex- 
pressive. Another Quattrocento relief of the same subject in 
one of the sacristies is scarcely better in point of execution, but 
decidedly so in feeling. In vain do we search for some native 

1 Insc. : ' 1342, Die Angnsti . S . Johs . q . galli . d . bosolo . faher . fratmin ei 
heredam.' The relief belonged to the tomb of the brothers Bozoli. 

^ Banchero, II Duomo di O&nova, p. 156, ascribes this monument to Balduocio 
Pisano, but we find no trace of his style in it. 
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Bculptor of eminence among the many who flourished at Genoa 
between the middle of the fifteenth and the end of the sixteenth 
century.^ That this was not owing to the want of good foreign 
examples, the works of Matteo Civitali in the duomo, and those of 
Montorsoli at San Matteo attest.^ Two Quattrocento tabernacles in 
the church of San Teodoro, which are too good to belong to any of 
the native sculptors known to us, are the only sculptures in the 
city which can pretend to any delicacy or refinement of style, 
expression, or elegance of ornament. A bas-relief in the centre of 
that on the left represents the Infant Christ supported by an angel, 
and adored by the Madonna, St. Joseph and a monk. The four 
Virtues sculptured upon the side pilasters, the groups of angels in 
the base, and the prophets in flat-relief within roundels below the 
pilasters are excellent. Though delicately sculptured, the figures 
in the bas-relief of the Resurrection in the upper part of the other 
tabernacle are much more violent in action. Among the names 
of Genoese sculptors which have come down to us are those of 
Daniele Lercaro, who is mentioned as having sculptured three a.d.1448. 
saints upon a cherry-stone; Lionardo da Sarzana, who was em- 
ployed to finish the Moses of the Fountain de' Termini at Rome, 
after it had been hopelessly spoiled by Prospero Bresciano, and who 
made the monument of Pope Nicholas V. at Sta. Maria Maggiore, a.d. i68o. 
as well as a Triton for one of the fountains in the Piazza Navona; 
Lionardo and Giovanni Antonio Sormanni, who worked at Rome 
about the same period upon the statues of SS. Peter and Paul 
for San Pietro in Montorio, the base of the statue of Marcus 
Aurelius, the fountain in the Piazza of the Pantheon, and a 
Venus which the Cardinal of Montepulciano sent as a present to 
PhUip II. King of Spain. The second of these artists was employed 
by King Philip at the Escurial, and at Madrid, and received from 
him a salary of 700 scudi a year with a house. 

None of the great Italian cities has been so artistically sterile as Causes 
Genoa, and that this arose from a want of capacity in the Genoese poverty 
nature and not from any accidental circumstances is evident, since turo at^ 
Pisa and Venice whose site, form of government, and commercial ^^^^* 

' The Cav. Santo Vami an eminent Genoese sculptor has published a list of 
sculptors' names in his Elenco dei Documenti, Many names are also given in the 
work of Soprani and Ratti upon the Genoese architects, sculptors and painters. 

' See Tuscan Scxdpiors, i. 215 ; ii, 101. 

M M 
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relations were identical with hers, added so much to the glory of 
Italian art in one or all of its branches. Having open and easy com- 
munication with Carrara either by land or sea, Genoa cannot plead 
want of material as an obstacle to her success in the art of sculpture, 
but that abundance of marble does not necessarily create good sculp- 
tors is proved by Carrara, for though her streets are lined with studios 
and she has trafficked in marble ever since the quarries of Luni were 
first worked by the Romans under Julius Cs^Bar, she has never pro- 
duced a really eminent sculptor. There are indeed but two Carrarese 
sculptors worthy of record, Alberto Maffiolo dei Maffioli or Muffioli, 
who worked principally at the Certosa of Pavia in the latter part of 
the fifteenth century, and Danese Cattaneo. In our account of the 
artists employed at the Certosa we mentioned that MafiKoli was 
allowed to occupy the studio vacated by the brothers Mantegazza 
after the death of Cristoforo, and that he there sculptured a bas- 
relief now in the Lavatojo dei Monaci,^ whose long-proportioned 
figures, cartaceoiLs draperies and exaggerated action show him to 
have been bred in their school. It represents our Lord washing the 
apostles' feet, the kiss of Judas, and the Agony in the Garden. The 
medallion portrait of Giovanni Galeazzo Visconti above the door of 
the Sagrestia Vecchia is also by this sculptor, who probably worked 
under the Mantegazza and Omodeo upon some of the bas-reUefs of 
the Certosa fa9adc. Maffiolo's design for the completion of the 
fagade of the duomo at Cremona^ having been accepted by the Duke 
Lodovico, he was appointed its capo-maestro, but he held the office 
for too short a time to carry out his projects. He also resided for 
some time at Parma, where he was honoured with the citizenship,' 
and sculptured heads of the Virgin, St. John the Baptist, and S. Uario 
in roundels, separated by garlands sustained by angels' heads, upon 
the marble parapet of the cathedral organ-loft.* 

Danese Cattaneo, the second Carrarese sculptor of note, was bom 
towards the end of the fifteenth century. His father Michele was an 



' He was paid 1294 lire and 18 soldi (see the Convenzione of July 15, 1489, from 
the Archivio Notarile di Pavia, published by Calvi, op, cit, pt. ii. p. 161). 

* Ricci, op, cit, i, 612, nota 48. 

* Sig. Lopez, n Baitktero di ParmOy p. 46, Preliminari (vide Pezzana^ Storia 
di Pamuiy t. v. p. 38). 

* The couiract for this parapet, which was made by Maffioli, is given by 
Lopez, op. cit, ch. i. p. 116 ; and p. 138, note 56. It is dated June 13, l.D. 1488. 
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honest tradesman, who with his wife Donna Gentile degli Alberti 
removed to Carrara from a small Alpine village called Colonnata.^ 
While yet a mere boy Danese studied sculpture under Jacopo aj).1527. 
Sansavino at Rome, and after the disastrous siege of that city by 
the Constable Bourbon, during which he suffered greatly and was 
thrice taken prisoner by the Spanish troops, followed his master 
to Venice, and with his other pupils assisted in decorating the 
fa9ade of the library, the Zecca, and the loggietta of the Campanile. 
The disgrace and imprisonment of Sansavino^ especially dismayed a.d. i646. 
Cattaneo and Pictro Aretino, and it was mainly through their 
exertions that Sansavino was liberated and placed in a position to 
redeem his reputation. Although Cattaneo lived to be an old man 
he left behind him very few works. Temanza tells us that he 
practised sculpture rather as a means of gaining a livelihood than 
for love of the art, and that his real talent was for poetry ; his great 
contemporary and intimate friend Torquato Tasso speaks of him in 
his * Rinaldo ' as equally illustrious both as poet and sculptor ; * and 
Bernardo Tasso in the * Armadigi ' places him upon the mountain 
of Glory, and calls him 

Spirto alto ed egregio, 

E poeta, e scultor di sommo pregio.** 

His literary works, which are much more considerable than his Literary 
sculptural, consist of several long heroic poems, as well as tragedies, 
comedies, and sonnets, the greater part of which are still unedit^d.^ 
Some of the sonnets are graceful and pleasing, and show a gentle 
spirit, alive to natural beauties and tinged with melancholy. His 
marbles are of the same quality as his poems, with little individuality 
and no power. Take for instance the statue of Christ above the Cnttaneo's 
Fregoso altar in Sant' Anastasia at Verona,^ a weak timid figure, ^d. i666. 
wanting in character, whose best point is the modelling of the hands 
and arms. At Venice he designed the tomb of the Doge Loredano m. 1521. 
for San Giovanni e Paolo, which was executed by his scholar 
Girolamo Campagna, and sculptured a statuette of Apollo for the 

* Vasari, vol. xiii. p. 101, nota ii. 

* Ti(scan Sculptors^ vol. i. ch. ix. p. 251. 

* Rinaldoy iii. 88. 

* Canto 100. 

* See Appendix to this Chapter. 

® Inscribed : ' Absolntum opus Danesio Cattaneo Carrariensi scnlptor ed archi- 
tetto.* 

*mm2 
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cortile of the Zecca, a mannered figure of St. Jerome for the church 
of San Salvatore, and busts of Andrea Delfin and his wife Benedetta 
Pisani. At Padua he assisted Tiziano Minio in casting bronze gates 
for the Cappelia del Santo which were partially completed and after- 
wards melted down ; and cast the bust of Cardinal Bembo, which he 
had modelled at Rome under the eyes of Titian and Sansavino.' 
Shortly before his death he received a commission to sculpture 
a bas-relief for the Cappclla del Santo, and came to Padua for the 
purpose, but probably did little towards it, as it was afterwards 
given to his scholar Girolamo Campagna, and is signed with hia 
name.* He died at Padua in the year 1573. 

' Conzati, ni.. e;i. i. 84. » Ibid, il 172. 
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APPENDIX TO CHAPTER I. 

Notice of several churches in Apulia and the Abruzzi, extracted from 
Schultz, op. cit. 

I. MoLFETTA, stigmatised by Frederic II* as *Mophetica Melphicta, 
stercore pleno et maledicta^' a town on the coast between Bari and Trani. 
The duomo was probably erected about the middle of the twelfth century. 
The leaf-work, animals, and heads about the fa9ade, and the lions on each side 
of the great windows, are inferior in workmanship to the sculptures about 
the duomo at Bari. Some of the ornaments are quite Arabic in character. 

Within the church is a bas-relief of Christ with apostles and saints. 
Our Lord is larger than the other figures. He has long hair, large eyes, 
and a broad nose, and holds a book. The apostles and saints are Byzantine, 
and in a rude style of sculpture. 

II» Altamura, south of the Terra di Bari, on a mountain which 
divides it from the Basilicata. The church of Sta. Maria Assunta was 
founded by Frederic II. in 1232. One of his decrees dated from Melfi in 
1232 refers to it as founded by him, as does a bull of Innocent lY., dated 
Aug. 9, A.D. 1248. The chief portal, which is of great elegance, was 
erected during the reign of King Robert, 1309-1343. The sculptures 
inside and outside this church are of great interest. A portion of the build- 
ing was added by Don Pedro di Toledo. 

III. BoviNO, between Troja and Ascoli. The duomo is of the thir- 
teenth century. There are some sculptures about the entrance of the chapel 
of St. Marcus AfHcanus. 

IV. Bapolla, south of Melfi. The duomo was founded in the first 
half of the eleventh century. On the wcQt side of the campanile are two 
bas-relie& representing the Temptation and the Annunciation. 

V. San Tomaso del Monte or di Paterno, at Caramanico near 
Monte Majello. The sculptures about the three round arched doors are 
still more Byzantine than those at San Clemente. 

VI. Carsoli. The sculptures about the duomo apparently belong to 
the early part of the thirteenth century. 
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VII. Beneventum. The bronze doors of the duomo are greatly 
inferior to those at Trani and Ravello in execution and ornament. They 
date from the middle of the twelfUi century, and show a peculiar mixture of 
antique Byzantine and Latin elements. There are two pulpits decorated 
with sculpture and mosaic-work, and a paschal candlestick, all made about 
1311, within the church. 

VIII. Monte Yerqine near Beneventum. The cloister was founded 
in 1119; the church dedicated Nov. 11, 1182. The present building is 
Gothic and of a later date. The antique sarcophagus in the right transept 
was intended by Manfred for his own burial-place. The tabernacle in the 
Chapel of the Sacrament was given by Charles Martel (son of Charles IL of 
Naples), King of Hungary, between 1290-1301. There are five monu- 
ments in this chapel, two of which belong to the fourteenth century ; one of 
them, that of Berterardus de Sangro, is dated 1335. 
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GENEALOGY OF THE COSMATI. 

After Promis. 
Lorenzo, 1140. 

Jacopo, 1175-1235. 

Cosma, 1210-1277. 
I 

Jacopo n., 1210-1213-1293. Cosma XL, 1218. Luca, 1231-1235. 

Jacopo III. Giovanni, 1296-1308. Adeodatus, 1310. 

After Oaye, 

Cosma, 1226-1231-1235. 

„ I 

Luca, 1231-1235. Jacopo, 1205-1210-1231-1235. 

Cosma n., 1210-1277. 



Giovanni, 1296-1299-1303. Adeodatus, 1310. 

After Boito, 

Lorenzo, 1140. Jacopo II., 1213-1293. 

Jacopo, 1165-1235. Adeodatus, end of the thirteenth century. 

Cosimo, 1190-1280. Giovanni, 1296-1303. 

Luca, 1212-1235. 
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APPENDIX TO CHAPTER IV. 

(1) Page 128. Church of the Beato Lanfranco. 

The beautiful terra-cotta ornaments upon the arcade of the small cloister 
of San Lanfranco near Pavia which belong to the fifteenth century, are 
executed with great freedom. The rich entablature above the arches is made 
up of classical elements. The archivolts are adorned with draped * putti ' and 
leaf-work. The figures are much less conventional than those about the arcade 
of the great cloister at the Certosa, but are not like them varied in design. 

(2) Page 151. CappeUa dell' Albero. 

The bronze candelabrum in the Duomo at Milan, whose tree-like shape 
has caused the chapel in which it stands to be called ' della Madonna dell' 
Albero,' is one of the most elaborate works of its kind in the world. No 
mention is made of it either by Cicognara or Agincourt, but Franchetti in 
his Duomo di Milano, p. 104, tells us that it was given to the church by 
Giovanni Battista Trivulzio, * Arciprete della Metropolitana,' and cites this 
inscription to that effect upon the marble base on which it stands — 



lo Bapt 
Trivultius 


Praofecti 
FabricaB 


Hu. Eccl. 

Archipbr 

D. D. 


Perfec[ernnt] 
et hie po[suit] 
VTTI. C. Apr. 
MD.LVII. 



This date 1557, being that of its collocation, is the only one given in con- 
nection with this magnificent work of art. When it was made is unknown, 
and some critics have even assigned it to the twelfth century, but we cannot 
concur in their opinion, as it was not until the fourteenth that sculpture 
began to flourish at Milan through Balduccio da Pisa, and neither he nor his 
scholars the Campionesi have elsewhere shown themselves capable of making 
so skilful and elaborate a work. The Mantegazza and Omodeo, and the 
artists who worked under them were extremely skilful, as their works about 
the Duomo and the Certosa abundantly show. It is then to their time that 
we should assign the Trivulzi candelabrum, for although we are unable to 
point out any individual among the Cinquecento sculptors as its possible 
author, we know at least that as far as workmanship was concerned, many 
among them were capable of making it. It seems to us that the general 
character of ornament in an elaborate work of this kind is not always a per- 
fectly safe guide to a right conclusion as to date, for as in classic art we 
find many bas-reliefs and statues in an archaic style which are well known 
to have been executed long after archaism had ceased to be, so also in 
modem art we now and then find an isolated work in which the taste of a 
bygone period may have been adopted to form the puzzle of future genera- 
tions. Singularly enough the candelabrum at Milan, and the so-called 
Gloucester candlestick from the Soltikoff collection in the Kensington 
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Museum, have a certain resemblance in general design. The latter, which 
is an English work of the early part of the twelfth century, was given 
to the abbey church of St. Peter at Gloucester by Peter, who became 
abbot in the year 1 104. The resemblance is such as may well exist between 
a really early work, and one in which early forms were adopted at a late 
period. The upper part of the Trivnlzi candelabrum is like a tree, with sym- 
metrically arranged branches. The shaft or trunk below the point whence 
those branches spring is adorned with bosses and projecting leaves. One of 
these bosses is plain ; the other richly carved with intertwined stems and buds, 
and adorned with little equestrian figures of the three kings riding round the 
boss towards a small group of the Madonna and Child. The tails of four 
winged dragons, whose heads rest upon the ground to support the candela- 
brum, meet at the foot of the shaft, and curling over form circular spaces filled 
with open work, and with figures of Fortune blindfold. Architecture holding 
a pair of compasses. Music with a harp, &c. &c. Fantastic figures of sirens, 
dragons, &c. are placed below on either side of the heads of the four great 
dragons. The spaces between their bodies are filled with open-work like 
that upon the upper boss, interspersed with many little groups. At the top 
of one of these spaces are two figures, below them a goat (Capricomus), and 
a bull (Taurus); further down are two saints, and at the bottom two com- 
positions of a larger size — the one being the Temptation of Adam and Eve, 
the other their Expulsion from Paradise. 



TRE LETTERE DI CARADOSSO SCRITTE A LODOVICO IL MORO.— 
UNA DI LODOVICO A CARADOSSO.— UNA DELLO STESSO A . . . 

( Copiate dagli Autogrqfi eke si conservano nelT Archivio di S. Fedele.) 

I. 

Ill"** et Ecc"^ S. Lodovico Dux Mti In Mto. 

Ill"® S. mio, II 28 del presente giunsi in Fiorenza, e subito andai al Mco 
Ambassador, e a sua M** li ^ parso abi presentata una al Mag*® Lorenzino ' 
qual me a ditto metteva ordine che veder6 tutte le cose li sono, e secundo 
la comraissione di quella subito veduto daro avviso a V*"* Ecc"* ; et anchora 
ho parlato a Givan Marcho qual me dice avere perle de 7 carati da 30 in 
suxo, e me ne ha mostrato una de 22 carati ch' h una bella cosa, et anchora 
dice averne due altre che sono di piu peso. Dimani le vedero e sendo cosa 
per V'* Exz* quella sara avvisato a la qual me raccommando. 

V. S. 
Caradosso del Mundo. 

Die 29 Januarii, 1495, in Fircnze. 

* Lorenzo de' Medici, son of Piero Francesco, was descended from a brother 
of Cosmo Pater Patriae ; banished by Piero dei Medici he returned to Florence in 
the suite of King Charles VIII. of France. 
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II. 

111°^ Sig. mio. Sono giunto a Viterbo e ho visitado nro S" R"® V*** 
fratello e sua S^ mi dimada che andava faciando. Li dissi esser stato in 
Fiorenza per veder le cose di Piero de' Medici, e che avra veduto quello si 
trovava in Fiorenza, e '1 meglio era stato levato. Uno di quili de suo S" R"** 
disse essere quelle cose manchano zod a Fiorenza, sono in Roma ad istanza 
de Piero, e che lui avra amicizia con quello che li a servate e con una tra 
sua me lo faria vedere. E cosi me a fata tra dito servitore del R™^ S*^ si 
giama Torito. El balasso qual dete p nostra El R"^ nro Signiore dice la 
veduta in Roma. Credo trovarlo. Ogi me parto per Roma e veduto avero 
subito dard aviso, &c. &c. 

Cabadosso del Mundo. 

Die 21 Feb. 1496. 



III. 

111™^ S. mio, io sono stato en quisti et sono sopra le cose de Piero de' 
Medici, me ano mostrato quelle cose li sono. A questi di vide la sardella, et 
un' altra volta melano mostrato in compagnia de le altre cose li sono, el melio 
non si trova, ciod el suggiello di Nerone, el caro de' fetonte el calzidonio. 
Medali d' oro lie ne milo ; de argento da tre mile. 

El balasso che fu del M"* de Mantoa tavola e V** Ex** el vide, vi fii 
mandate da imo gne e quella el chi gniole et ancora me ano mostrato dieci 
altri balassi forati non di troppo peso, uno de carati cinquanta, 1' altro 
quaranta in circa, e paregie anelle da dodeci, el melio non passa de valuta de 
cento ducatL 

Uno diamante mi ano mostrato de pretio de 50 ducati di facione de rosa 
a facette. E poi me ano mostrato li vasi che sono quindeci, fu fra dicti vasi 
lie ne uno assai grande con la gola stretta de agata, e poi due che son sono 
si grandi de simile pietra, che al parer mio sono belissime ; vero e che se ne 
uno che in piu pezzi ed e incolato, li altri sono di diasper e di cristalo ; e 
questo tempo che me ano fatto stare a spettare a mostrarmele, io ho praticato 
CO bo modo che mi sono informato del costo da quili propio che ano fatti 
vendere, e forse de tute queste cose trovo li ha avute per pocho precio, e 
quando comprava dicea et conpra si non conparo io, e quando facea merchato 
non volea si sapesse el costo p et facea venire estimatore a modo suo, et 
quello che costava dice lo facea estimare cento, e tutti le stima le facea e 
servarle, e qualche volta sono stato a ragionamento con alcuni di loro che 
me ano dimandate che mi par a me del precio, per intendere al mio parere, 
respondendili che non tochava a mi a far el precio a le cose sue ; me dissero 
esser li notate le stime quale avea fato far el M~ Lorenzo, e io li rispondea 
a quello che io sapea il costo, e se volcano vendere secondo le stime sue non 
bisognia prendere partito de vendere, e per quello si vede no mi pare siano 
per attender adesso al vendere questo cose e cosi e al parere del M^ Imbas- 

N N 
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sador. De le cote de bronzo tute sono andate saoho e oosi tuti li marmi/ solo 
e restato una figura che si dimanda, el nudo ; da la paura che bono vero e 
che troTano alia giomata delle oose tolte per rispetto de li bandi ano fatd ; 
e uno cittadino me ha ditto a me che ha una coea bellissima^ e non la vole 
publicar insina a due mese : a me promeeo de compiacermi a Y'* Ecc^ si in 
questo tempo che quella me fari intendere che ho da fare andero a vedere 
molte gioje grosee quale sono di fora da Fiorenza. Per quisti lori dnbij como 
per un altra mia ho scritta^ e veduto averd, Bubito ayriaerd V'* Ecc^ a la 
qual me ricomando. 

Caradosso del Mukdo. 

Die 9 Feb. 1495, in Fiorenza. 

lll"^ et Exl"^ Dno Lodovicho Dux Mt. 



APPENDIX TO CHAPTER VII. 



Poetry by Danese Cattaneo. 

There are two volumes of Cattaneo's poetry, for the most part MS. in the 
Chigiana at Rome, dedicated ^ ai benigni lettori' bj his nephew Niocola ; on 
the fly-leaf are several data concerning him. Among the poems are. La 
Teseidcy in twelve books ; DelC Amor di MarJUa^ thirteen cantos (published 
at Venice in 1562) ; Tlie Pilgrimage of Rinaldo ; Germania DomeUa, a 
comedy ; a tragedy entitled Lucrezia ; and fourteen sonnets, of which we 
here give one with a translation by Mrs. S. M. Eckley — 



April dipinse in miUe bei colon 

Fiori e fironde, e U terra e gli arboscelli, 

Deetar il canto negli amorosi augelli, 
Rende il pianto a le vite, e i dolci bmnori. 
Porgon le pecorelle a lor pastori, 

La lana, il latte, e i mansneti agnelli ; 

Pascon r api ronzando i flor novelli, 
Percbi i lor pascon poi dolci signorL 
Teeson le ninfe a le lor treccie bionde 

Qbirlande yaghe, e in leggiadretto stnolo 

Danzano al tuon d' on cbiaro e fresco rio. 
lo piango, e V Eco al pianger mio risponde, 

Piangendo m' accompagna il roseignnolo ; 

Ma il loro i yeccbio, e nnoyo il dolor mio. 



Now April painta in thousand brilliant hues 

The flowers and leaTes, the earth and plants she 
lores, 

Wakening the birds to song in amorons groTes, 
And sap in Tines which odorous balms diffose. 
Now comes the shepherd's boon in ewes and fleece. 

And tender lambs, and milk, his gpieidon meet ; 

While hums the bee in early blossoms sweet, 
And brings her food, the gentle lords to please. 
Now nymphs are wearing in their tresses fi&ir 

The waring garlands, and in joyons nook 

Dance to the music of the babbling brook. 
I only weep, and Echo answers fi&r. 

And plaints with me the nightingale's sad lay ; 

*Tis old to them, but my griefs new alway. 



^ The general belief is that the Medici palace was not sacked after Piero's 
flight, thanks to the vigilance of the guards, bat that everything portable was 
carried ofi* when Charles Vlil. left it in 1494. 
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ABB 

ABBONDIO; Antonio, character of his 
works, 167 

Abel, bas-relief of the murder of, at Padua, 
223 

Abraham, bas-relief of his journey, at Santa 
Maria, at Toecanella, 86. Sacrifice of, in 
the duomo at Parma, 257 

Abruzzi, era of the life and best period of the 
practice of sculpture in the, 45. Notice of 
several churches in, 260 

Acqua Sparta, Cardinal Matteo d', tomb o^ at 
Rome, 83 

Acutus, Magister, his pulpit in the duomo at 
Pianella, 30 

Adam, bas-relief of, at the Certosa, 134. Sta- 
tue of, on the duomo at Milan, 140. Bas- 
relief of, on the Ducal Palace at Venice, 177, 
179. Statue of, at Venice, 192. And at 
San Giovanni e Paolo, at Venice, 200. Cita- 
della's figure of, at Bologna, 247. Bas- 
relief of the temptation of, at Milan, 272 

Adaminus, takes piuii in the sculptures at San 
Zeno at Verona, 213, 215 

Adelchi, son of King Desiderius, memorial 
chapel to, 100 

Adoration, bas-reliefiB of the, on the sarco- 
phagus of Bartolomeo Coleoni, 130. On the 
sarcophagus of Giovanni Borromeo, 133. In 
Como cathedral, 159. At Gfenoa, 264 

Adrian I., Pope, his churches, 74. His tomb 
in St Peter's, 76 

Adrian IV., Pope, his sarcophagus, 75 

Agapa, St, statue of, at Friuli, 99 

Agata, Santa, tomb of, in the duomo at 
Verona, 216 

Agnelli, Monsignor Lodovico, 234, note « 

Agnes, St, statuette of, in the Giustiniani 
chapel at Venice, 201 

Agnese di Perigord, tomb of, 58 

Agony in the Garden, bas-relief of, and the 
Certosa at Pavia, 266 



ALF 

Agostino, Sant', at Bergamo, works of the 
Campionesi at the church of, 107. The Area 
di, at Pavia, 109 
Agricultural labours, bas-reliefe of, in the bap- 
tistry at Parma, 260 
Aistulf of Friuli, bas-relief poi trait of, 99 
A jo. Bishop, his pulpit at Salerno, 50, note^ 
Alaric, his destruction of works of art at 

Rome, 73 
Alba Fucense, works of the Coemati at, 84 
Alberada, mother of the hero Bohemund, her 
Grave chapel to his memory, 23. Her tomb 
at Venosa, 44 
Albergati, Viannesio, tomb of, at Bologna, 241 
Alberghetti, Alfonso, Reggian sculptor, 249, 

twte \ His work at Venice, 212 
Albericus, Petrus, cross at Bologna made by 

him and his father, 238 
Alberti, Leon Battista, his residence at Man- 
tua, 232. Works attributed to him, 233 
Albertini, Paolo, medal of, 245, note * 
Albertino da Taneto, architect at Parma, 261 
Albertino da Terenso, architect at Parma, 261 
Alberto da Campione, his works at Modena, 

106 
Alberto or Albertini, Bolognese sculptor, 238 
Aldamoresco, Lodovico, tomb of, 63 
Aldobrandesca, Vana, het tomb, 77 
Alessandro> Sant*, equestrian statue of, 107, 

noU* 
Alessandro from Saronno, his work at Sant* 

Antonio, at Padua, 161 
Alexander VIL, Pope, statue of, at Feirara, 

249 
Alexis, Emperor of the East, his treatment of 

the Crusaders, 25 
Alfanus da Termoli, his dborium in the 

duomo at Bari, 14 
Alfonso L, King of Naples, his triumphal 
arch, 47, 68, 64, 141, note *. Notice of him, 
64. Portrait of, at Naples, 252, note^ 
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Aliberti, Ducdo degli, tomb of, at Veoice, 

181 
Altmnura, notice of the church 8ta. Maria 

Aasunta at, 209 
Altar, high, at San Lorenso, Naples, attribated 

to Merliano, 68 
Altar-piece by the Mantegaxx^« at the Cer- 

toaa, 126. Of Tommaao Amid and Fran- 
cesco Maja in the duomo of Cremona, 162. 

Of Simon de Paria and Simone de Ger- 
mane at Bergamo, 163. Gothic, in the 

church of San Francisco at Bologna, 183. 

Of Nicold da Cometo at Trisano, 220. 

Terra-cotta one by Aniolino da Brescia, 

236 
AWa, Duke of, bust ' f, at Madrid, 155, noU* 
Amadeo of Bergamo (not the later one), his 

tomb of Pietro da Suxsara, of Keggio, 101 
Amalfi, siege of, by Duke Koger, 24. Foun- 

dfttion of, 27, notr \ Bronze gates at, 82. 

Inscription on the, 32, note * 
Amatrice, bronte work of Pietro Din! at, 41 
Ambrogio, Scuola di Sant', at Milan, 102 
Ambrogio, St, cathedral of, at Milan, atrium 

of Ajpchbishop Anspertus in the, 102. Ci- 

borium of Archbishop Angibertus, 102. 

Works of Wolvinus, 102 
Amici, Tommaso, his work in the duomo at 

Cremona, 162 
Ammanati, Bartolomeo, his colossal statues in 

the palace of Marco Benavides, 220 
Amorini, bas-reliefs of, on the sarcophagus of 

Gioranni Borromeo, 133 
Anacletus, Antipope, representation of his 

corouation of Roger 11., 15 
Anagni, decorated column of marble in the 

duomo at, 83. Cosmatesque pavement at, 

83. Foundation of the duomo, 83 
Anastasia, St, statue of, at Friuli, 99 
Anchera, Cardinal, tomb of, at Rome, 83 
Anchise, period in which he flourished, 239 
Andrea dall' Aquila, his tomb of Maria Pereira 

and her daughter, 46, 47. His bas-reliefs 

on the triumphal arch of Alfonso of Nicies, 

65 
Andrea, son of Carobert, King of Hungary, 

his claims to the throne of Naples, 56, 

note^ 
Andrea, his work in San Pietro d* Alba, 84 
Andrea della Valle, S., at Rome, tombs in, 91 
Andreas, Bishop, his pulpit at Bari, 14 
Andrew, St, statuette of, at Venice, 209. 

Statue of, at Ferrara, 248 
Andria, tombs of lolanthe and Isabella, wives 

of the Emperor Frederick II., at, 44 
Andriolo or Andreolo, Maestro, his works at 

Padua, 185 
Angeli, Alessandro, his works an a sculptor and 

bronze ca.«tor, 24*') 



Angelo a Xilo, San, Tuscan wctk in the chnrdi 
of; 63 

Angelo, Niccold di, his Paadial candlestick at 
St PauFs, Rome, 79 

Angela, baa-reliefii of^ at the doomo at Roto, 
29. In San Gregorio, at Rome, 91. At 
San Martbo in Friuli, 98. At the Certoea, 
124, note*, 126, 126, 127. On the saieo- 
phagus of Giovanni Borromeo, 133. At 
Milan, 145. On Venetian tombs, 181, 182. 
In the Cappella Maggiors at Venice, 196. 
At San Martino, Venice, 199. Of the 
Angel of the Annunciation, in the Fran at 
Venice, 202. On the Ponte del Rialto at 
Venice, 218. In the Museo Patrio at Man- 
tua, 2^)2. At Carpi, 239. Half-figure of 
an angel at Venice, 194. Statues of angels 
made for the Compagnia di San Giovanni, 
152. In the Ducal Palace at Venice, 207, 
not€^. At San Petronius at Bologna,. 241. 
Bronze statue of an angel on the Palaxao del 
ConsigUo at Verona, 217. Statuettes of angels 
at Venice, 183. In the duomo at G^noa, 
264. Curtain-drawing angels, when first 
used in Italy, 181, note^ 

Angelua, Petrus, his portal of Ban Antonio 
Abbate b Chieti, 41 

Angevine monuments at Sta. Chiara, Naples^ 
65 

Angibertus, Archbinhop, his additions to the 
cathedral of San Ambrogio at Milan, 102 

Anglo-Saxon ornament, 8 

Aniello di Fiore, Agnolo, his works, 66i 
Notice of him, 66, note* 

Aniello, St, altar-piece in the church of, at 
Naples, 68 

Animal forms excluded by the Saracens, 7. 
But used by the Persians, 8. Their sig- 
nification in Christian art, 9. The * Physi- 
ologus,* or * Befctiary,* 9. Wood-caryings of 
an early period at Parma, 256. Bas-reliefs 
at Genoa, 263 

Anna Comnena, her portrait of the hero Bohe- 
mund, 24 

Annex di Fernach, his sculptured Gothic door 
in the duomo at Milan, 118 

Annibaldi, Cardinal Riccardo, his tomb at 
Rome, 86 

Annunciation, statuette of the Angel of the, 
at Milan, 112. Bas-relief of the, in the 
duomo at Milan, 118. On the sarcophagus 
of Bartolomeo Coleoni, 130. On the sar- 
cophagus of Giovanni Borromeo, 133. At 
the Certom, 134. Representations of the, 
common on Venetian tombs, 180, 182. Bas- 
relief of the, at the Frari at Venice, 202. 
In the duomo at Genoa, 264 

Annunziata, Naples, Merliano^s wooden bas- 
reliefs in the church of the, Q^ 
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ANS 

Anselmo da Campione, his works at Modena, 

106 
AnselmuS; Archbishop of Canterbury, at the 

Council of Bari, 16 
AnselmuSy Archbishop of Milan, 102. His 
tomb, 102 

Anselmus, sculptor of the bas-reliefs on the 
Porta Romana at Milan, 104 

Ansiano, St., bas-relief of St Mark baptising, 
at Venice, 199 • 

Anspertus, Archbishop, his regeneration of 
Milan, 102 

Antelami, Benedetto, his works at Parma, 106, 
267, 268. Notice of him, 267. Character 
of his work, 261. HLb scholars, 260 

Antelami, the Magbtri, at Parma, 267 

Antelamo, workers in wood in the valley of, 
267 

Anthony of Padua, St., bas-relief of, 59. In 
Como cathedral, 160. At Padua, 217. At 
Brescia, 236. Bas-relief of, in the church 
of San Antonio, at Padua, 200. Statuettes 
of, at Aquila, 48. At Venice, 198. In the 
Oiustiniani chapel at Venice, 201. In the 
Ducal Palace at Venice, 207, nide\ His 
sarcophagus at Padua, 221. Figure of, in 
San Francesco, at Modena, 265 

Antichi, Prospero. See Bresciano 

Antioch taken by the Crusaders, 25 

Antonio, Jacopo d', assists in casting Ghiberti's 
gates at Florence, 239 

Antonio da Ferrara, his crucifix in the duomo 
of Ferrara, 243 

Antonio di Gregorio, his work at Ferrara, 248, 
249 

Antonio, Maestro, his work at Panna, 262 

Anzolino da Brescia, terra-cotta ancona by, for 
the Gremitani at Milan, 235 

Apollinare, S., statue of, at Ravenna, 194 

Apollo, bas-relief of, 69. Statuette of, in the 
Zecca at Venice, 268 

ApoUonius, St., bas-relief of, at Brescia, 236 

Apostles, figures of the, on the tomb of Arch- 
bishop Elias, 44. Silver statues of the, in 
St Peter*s, Rome, 88, 91. Red marble 
statues of the, at Milan, 105. In the Area di 
Sant' Agoetino, at Pavia, 109. At Monza, 112. 
Bas-reliefs of the, at San Giovanni Crisoe- 
tomo, Venice, 199. Statuettes of the, at 
the Frari at Venice, 207. And at San Ste- 
fano at Venice, 207. Terra-cotta figures of 
the, at Bologna, 246. Terra-cotta busts of 
the, at Bologna, 247. Bas-reliefs of the, in 
the duomo at Genoa, 264. And in the 
duomo at Molfetta, 269 

Apulia, past and present condition of, 1. 
Effect produced by the monuments of, 2. 
Its name diversely applied, 2. Conquered 
by the Normans, 5. Elements of Apulian 



ABM 
sculpture, 5. General style and plan of 
Apulian churches, 12. Character of Apu- 
lian marble work, 16. Changed character of 
ornament in Apulia in the thirteenth and 
fourteenth centuries, 35. Tombs in Apulia, 
43. Period of the cessation of the practice 
of sculpture, 45. Notice of several churches 
in, 269 

Aquila, work of Nicola Pllotesio in San Ber- 
nardino at, 41. The fountain Delia Riviera 
at, 45. The Camponeschi, lords of, and 
their tombs at, 46. Tomb of Maria Pereira 
at, 46. Shrine of San Bernardino at, 47. 
Tomb of Pope Celestine V. at, 219 

Ara Coeli, at Rome, tomb of Cardinal Matteo 
d' Acqua Sparta at, 83 

Arabesques, 7. In Persian art, 7, note K Bas- 
reliefs of, at the Certosa, 125 

Area di Sant' Agostino, at Paira, 109. Di 
San Domenico, 109 

Arch, triumphal, at Castelnuovo, 63 

Arches, Moorish, at Moscufo, 30 

Architecture, Byzantine, 6. Syrian, 7. Nor- 
man, 7. Egyptian and Persian, 8. General 
style and plan of Apulian churches, 12. 
The Norman circular style, 12, note\ Ar- 
milla janusB of churches, 13, fwte\ The 
art under the Emperor Frederick 11., 37. 
The debased Roman style in Italy under 
Theodoric the Gk)th, 95. Introduction of 
the Gk)thic and Byzantine styles into Italy, 
95. The Romanesque, Romano-Byzantine, 
Lombard or Comacine style, 95. Origin 
and history of the Maestri Comacini, 96, 97. 
Their works at Monza and Cividale, 97, 98. 
Character of Venetian architecture, and sub- 
ordination of sculpture to it, 165. Adoption 
of Gothic architecture, 171. Introduction 
of the Renaissance style, 189. The move- 
ment in Venice, 190. Sculptors of the 
Baroque style, 210. Bas-relief of, at Milan, 
272 

Architrave of San Clemente a Casauria, 
21 

Arcimboldo, Antonello, sepulchral slab of, at 
Parma, 262 

Aidemani, Giovanni degli, sepulchral slab o^ 
at Parma, 261 

Arento, Ippolito d', Reggian sculptor, 249, 
note* 

Aretino, Pietro, his friendship with Leone 
Luini, 155. And with Martino Pasqualigo, 
167 

Ark, Translation of the, bas-relief of the, at 

Padua, 225 
Arlotti monument at Reggio, 249 
Arluno, Ambrogio di, his work on the duomo 

of Milan, 142, note * 
Armilla januro of churehcs, 13, note* 
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Arnolfo del Cambio, period in which he 

flouriBhed; 50, note ' 
Art, condition of, under the HohenstaufTens, 

87. Decline of, at Rome, 72-74 Revival 

of, under Charlemagne, 74. Condition of 

sculpture in the Milanese in the sixteenth 

century, 152 
Arthur, King, sculptures of his victories over 

the Visigoths, by Wiligelmus, 251 
Arts, condition of the, in Milan under Lodo- 

vico il Moro, 140 
A scoli, 41, no^tf*. Artists of, 41 
Aspetti, Tiziano, works o^ at Venice, 212. 

And at Padua, 230 
Assumption, bas-relief of the, in the duomo of 

Milan, 118 
Atrani, bronze gates in the church of San 

Salvatore at, 32. Inscription on them, 32, 

Atri, Gothic cathedral at, 30. Altar by Paolo 
de Garviis in the duomo at, 151. His font, 
151 

Augustine, St., bas-reliefs of incidents in the 
life of, in Sant* Agostino at Pavia, 100 

Augustus, bust of, on the monument of Barto- 
lomeo Coleoni, 130 

Auria, Domenico d', his tomb of Niceold di 
Sang^, 71 

Aversa taken by the Normans, 4 

Azzo Visconti, vicar of Milan, his imprison- 
ment, 108. His reign, 108. His love of 
art, 108, 100. His monument at Milan, 
110 * 

Azzolino, Ercole, Reggian sculptor, 240, 



BADOARO, Agnesina, her chapel erected 
to the memory of her husband, Girolamo 

Giustiniani, 201 
Baibi, Palazzo, at Venice, architecture of the, 

211 
Balbina, Santa, at Rome, tombs in, 83 
Balzo, Giovanni Antonio, Prince of Tarentum, 

his tomb, 45 
Bflmbaja. See Busti 
Bamboccio, Abbot Antonio di Domenico, his 

works, 62 
Baptism of our Lord, bas-relief of, 68 
Baptistry, the, of Benedetto di Antelamo, at 

Parma, 258 
Barattieri, Niccolo di, his figures on the piazetta 

of St. Mark's, Venice, 170 
Barbara of Brandenburg, profile head of, at 

Mantua, 233 
Barbarigo, Agostino, Doge of Venice, portrait 

medal of, 207, note^ 
Ban in the eleventh century, 2. Its revolt 

under Melo, 3. Foundation and completion 



of the duomo at, 14. Church Council held 
at, 16. 
Barile, Raimondo, Cardinal, bust of, 52 
Barisanus of Trani, his bronze gates at Ravello, 

Monreale, and Trani, 33 
Barletta, works of Simon da Ragusa at St. 
Andrea in, 85. Statue of St John in the 
church of St. Andrea at, 42. And of the 
Emperor Heraclins at, 42 
Baroni, period in which he woriced, 239 
Baroque style, sculptors of the, 210 
Bartholomeus, the Foggian architect, 39 
Bartholomew, St, statue of, in the duomo at 

Milan, 151 
Bartolomeo, Bolognese sculptor, period in 

which he flourished, 239 
Bartolomeo, Nicold di, his pulpit in the duomo 

of Ravello, 50, note * 
Basella, chapel and monuments of the Coleoni 

at, 120 
Basgape, or Bescapd, Ruggiero, his works^ 

158 
Basseggio, Pietro, his designs for the Ducal 

Palace at Venice, 174 
Bassus, Junius, his sarcophagus, 74 
Bataggi di Lodi, Giovanni, competes for the 

cupola of the duomo of Milan, 135 
Battista of Aquila, his tomb, 46 
Battista, Giovanni, 02 
Batdsta, detto V Asconino, his statues for the 

cathedral of Milan, 157 
Battista da Como, his work at Ferrara, 160, 

note* 
Battista, Giovan, his crucifix at Mantua, 218 
Beatrice, Empress, bas-relief portrait of the, 

at Milan, 104 
Begarelli, Antonio, 254. His clay work, 254. 
His Descent from the Cross, 254, 255. His 
PietA at San Pietro, 255. Other works by 
him, 255. Supposed portrait of him, 255. 
His death, 256 His contract with the 
monks of San Benedetto at Modena, 256 
Begarelli, Lodovico, his work in San Pietro 

at Modena, 255, note * 
Belfiore, collection of works of art at, 240 
Bell, the priest Guido Gonzaga di Aloisio's, at 

Mantua, 234 
Bellini, Gentile, Camello*s portrait medal of, 

207 
Belriguardo, at Ferrara, collection of works of 

art at, 240 
Belvidere, collection of works of art at, 249 
Bembo, Bernardo, governor of Ravenna, en- 
gages Pietro Lombardo to make a monu- 
ment to Dante, 103 
Bembo, Cardinal, bust of, at Padua, 268 
Benedict, St, figure* of, in the Academy at 

Parma, 256 
Beneventum under the I^mbards and Byzan- 
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tine rulers, 2, note^. Bronze doors of tlie 

duomo at; 270 
Benvenuti, Giacomo, his work, 161 
Berardus; Count of Sangro, bronze incised 

figure of, 33 
Bergamo, work of Hugo da Campione at, 

106. Monuments of the Coleoni near, 129. 

Carved work of Pietro di Bonomo de' 

Maffeis, in Sta. Maria Maggiore at, 161. 

Artists from, in tlie sixteenth century, 161. 

Work of the brothers De' Cambi at, 162. 

Ancona of Simon da Pavia and Simone da 

Germano at, 163 
Berlin, works by Italian sculptors in the Royal 

Museum at, 290 
Bemabo Visconti, his career and end, 110. 

Equestrian statue of him, 110 
Bernardino, San, at Aquila, work of Filotesio 

in the church of, 41, 46. Shrine of, 47. 

His death, 47, note* 
Bernardino from Milan or Lugano, his works 

in bronze casting, 150 
Bernardino of Siena, St, statuette of, at Venice, 

195. His prophecy at, to the Doge Christoforo 

Moro, 195, note* 
Bernardino of Mantua, his method of gilding 

silyer, 235 
Bernardino (perhaps del Bouno), his intaglios 

and grotesques at Venice, 235 
Bernardino, S., of Siena, bronze medal o^ 245, 

note^ 
Bernardo da Venezia, appointed first architect 

of the Certosa, near Pavia, 117. His works 

there, 186. And at Mikn, 186, note^ 
Bernardo, Pietro, tomb of, at Venice, 203 
Bernardo, San, Abate, statue of, at Carrara, 

218 
Bemhard, King of Italy, tomb of, at Milan, 

102. Account of him, 102, 103 
Bemieri, Antonio, Bishop of Lodi, sepulchral 

slab of, at Parma, 262 
Bemiesi, Girolamo, sarcophagus of, at Parma, 

262 
Bertucdus, his external bronze gates of St. 

Mark's, Venice, 171. Other work attributed 

to him, 171, note^ 
Besozzo, Gio. Ant. da, his work in the duomo 

of Milan, 142, note* 
Bettina di San Giorgio, stone effigy of, at 

Padua, 221. Her learning, 221, 222 
Bianchini, Bernardino, his work at Parma, 

262 
Bianchini, Gian Francesco, his wood carvings 

at Parma, 262 
Bianchini, Luchino, his work at Parma, 262 
Biffi, Andrea, his works at Milan, 158 
Bigino, Giovanni di, his statuette of St. Pro- 

culus at Verona, 216 
Birago, Francesco, tomb of, 141 



Birds, bas-reliefs of, at the Certosa, 125 
Bisantius, bishop, founds the duomo of Ban, 

14 
Bitetto, basilica of St. Michael at, 40 
Bitonto, sculptures on the cathedral of St. 
Valentinian at, 35. Open loggia of the 
Palazzo Sylos at, 42 
Bittino, monument by, at Imola, 239 
Bizantius, Bishop of Trani, causes Nicholas 

the Pilgrim to be canonised, 28, note* 
Blancus, Gerardus, tomb oi, 77, note* 
Boaterii, Bonincontro di, sepulchral slab of, at 

Venice, 186 
Boetius, tomb of his wife Helpis, 77 
Bohemund, the Norman, in Italy, 5. Sketch 
of his career, 23. His mother's Grave chapel 
erected to his memory, 23, 27. Anna Com- 
nena's portrait of him, 24. At the battle of 
Doryclea, 25. Saluted Prince of Antioch, 
26. His subsequent adventures and death, 
26,27 
Bologna U Vecchio, period in which he 

flounshed, 239 
Bologna, fig-tree wood statue of Christ in San 
Giovanni a Monte at, 163. Monument of 
Taddeo Pepoli in San Domenico at, 18d. 
The Gothic altar-piece in the church of San 
Francesco at, 183. Early sculpture at, 237. 
Terra-cotta pulpit at San Stefano, 237. And 
stone crosses at St Petronius, 237. Early 
Bolognese sculptors, 238. Works of Pro- 
perzia de' Rossi, 240. Sculptors of the six- 
teenth century, 241. Works of Alfonso 
Citadella at, 246-248. Statue of Pope 
Julius U. at, 246. Mortorio della Madonna 
at, 246. Tomb of Mondino de' Liucci at, 
261 
Bolognese, Lodovico, bust of, at Bologna, 242 
Bolparo, tiie brothers, tomb of, at Padua, 222 
Bombasio or Bombace, Gabriele, his defence 

of Prospero Clementi Spani, 251, note^ 
Bon, Bartolomeo, head architect to the Senate 
of Venice, 175. His work at the Porta 
della Carta there, 187, 188. His Capella 
dei Mascoli and ba»-relief on the altar, lc8. 
Other works attributed to him, 189 
Bon, Giovanni, 187. His contract for building 

the Porta della Carta at Venice, 187 
Bon, Pantaleone, 187 
Bonanno, his famous leaning tower, 251 
Bonasuto or Bonafuto, his work on the facade 

of St. Petronius, at Bologna, 186 
Boniface FV., Pope, inscription from the tomb 

0^75 
Boniface VIII., Pope, his tomb, 75, 76. Open- 
ing of his tomb, 76. Figure of, in Santa 
Maria Pregnantium, 76. His arms, 83. 
Tomb of, at Rome, 83. Colossal statue of, 
at Bologna, 2:J8, 230, note^ 
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Boniface IX^ Pope, tUtue of, at St Paul\ 

Rome, 78 
Bonino da CampioDe, his probable work at 

Pavia, 109. HLb statue of Bemabo ViscoBti, 

111. His tomb of Can Signorio della Scala 

at Verona, 111, 112 
Bonino da Campliglione, his monument of 

Can XL Signoiio della Scala, 1 la Tombs at 

Venice attributed to, 114, 163. Hia work 

at Verona, 215 
Bonomo de' Maffeis, Pietro di, his work in 

Sta. Maria Maggiore at Bergamo, 161 
Borella, Francesco, a pupil of Brambilla, 158, 

Borromeo, San Carlo, causes many monuments 
at Milan to be taken down, 105 

Borromeo, Giovanni, Omodeo*8 statue of, at 
Isola Belk, 133 

Botromile, Landulph, his bronze gates at the 
duomo at Salerno, 50 

Bovino, notice of the duomo at, 269 

Bragadino, Agostino, bust of, at the Academy 
at Venice, 212 

Bramante, Agostino di, or Bramantino the 
younger, his cartaceous draperies, 123. In- 
troduces good drawing into Milan, 123, 
note K His pupil, Bramante d' Urbino, 123, 
note* 

Bramante, Lazzari or Bramantino, * V Antico,' 
118, no65« 

Bramante d* Urbino, his master Agoatino di 
Bramante, 123, note ' 

Brambilla, Francesco, his position in the Wn- 
eranda Fabbrica of Militn, 158. IIL^ works 
and pupils, 158. His burial-place, 158, 

Brancacd, Cardinal, tomb of, 63 

Brancaccio, Fabricio, tomb of, in Santa Maria 
della Grazie, 71 

Breakspear, Nicholas (Pope Adrian IV.), his 
sarcophagus, 75 

Bregno, Antonio Giovanni (called Rizzo or 
Kiccio), claims the introduction of the Re- 
naissance style into Venice, 190. His study 
and taste, 190. His position at Venice, 190. 
His birthplace, 190, note*. His journey to 
Scutari, 190. Appointed head architect at 
Venice, 191. His subsequent life, 191. His 
skill, 191. His Adam and Eve, 192. His 
other works, 192 

Bregno, Lorenzo, 190, note \ 207. His works, 
209 

Brera, at Milan, statue of Gaston de Foix at 
the, 148. Monument to Lancinus Curtius 
at the, 148 

Brescia, architecture of the church of, at, 100. 
Worship of Santa Julia at, 100. Tomb of 
Bernardo Maggi at, 107, note^. Ravaged by 
the French under Guston dc Foix, 140, nolc^. 
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Brescian sculptors of the fifteenth and six- 
teenth century, 235, 2;)6 

Breeciano, Prospero, his Moses of the Fountain 
de' Fermini at Rome, 235 

Breze, Paolo detto delle, candelabra at Verona 
attributed to, 219 

Briamonte, Captain, tomb of, at Venice, 207 

Brignole Franceschinoda, his church dedicated 
to the Holy Trinity, 60 

Briolottus, his baptismal font at San Zeno at 
Verona, 218, 214. Period in which he flouiw 
ished, 214, noU*. 

Briosco, Benedetto, works on the fa^e of the 
Certosa, 131 

Briosco, Pietro, his work on the doors of St. 
Petronius at Bologna, 142, note* 

Briosco, M. Piero, his works, 225, note* 

Bronze casters, Byzantine, 32. Italian, 31. 
Barisanus of Trani, 33-35. Bronze-castings 
of Bernardino from Milan or Lugano, 150. 
Gates of San Celso, by Fontana, 158. Orna- 
ments of the two pulpits in the cathedral of 
Milan, 158. The horses at St Mark's, 
Venice, 165. The external gates of St. 
Mark's, Venice, 171. Works of Aleasandro 
Leopardi, 204. Standard bases on the 
Piazza of St Mark's, 206. Works of Vittor 
Camello, 207. RoocatagliaU's sUtuee of 
SS. George and Stephen, 209, noU\ The 
candelabra at San Ste&no, the Salute, and 
San Marco, at Venice, 212. Woika of 
Girolamo Campagna, 217, 2ia Of Dona- 
tello at Padua, 220. Statue of Pope Paul II. 
at Perugia, 223. Vellano's bas^Uefs at 
Padua, 224. Works of Tiziano Minio and 
Danese Cattaneo at Padua, 230. Bust of 
Andrea Mantegna at Mantua, 232. Statue 
of Pietro Pomponazzo at Mantua, 234. 
Works of the brothers Gonzati at Parma, 

262. Doors of the Lateran basilica at Rome, 

263, and note\ Gates of the Cappella del 
Santo at Padua, 268. The candelabrum at 
the duomo at Milan, 271 

Brugnolo, Benedetto, tomb of> at Venice, 203 
Brunelleschi, his fortress modelled for Duke 

Filippo-Maria Visconti, 123 
Bubagnanus, Greek captain, his foundation of 

Troja, 16, note * 
Buccellano, Giovanni, Bishop of Grisopoli, 

235 
Bucchianico, Alagni da, tomb of^ 66, note ^ 
Buono, Bartolomeo, 189, note * 
Buono, Bernardino del, his work at the Pa- 

kzzo del T^, 235 
Buono, Giovanni, da Bissone, his work ut 

Parma, 261 
Buonvicino, Ambrogio, his works at Rome, 

158, 159 
Burzoni.Marlino, Reggiun sculptor, 2 (0, nole ' 
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Busnate, Oprando da, his pulpit at Milan^ 105 

Busti, AgostinOy his works, 90, note ' 

Busti, Agostino, surnamed Bambaja, 146. Ilis 

reliefs at the Certosa, 134. Ilis tomb of 

Qaston de Foiz, 146, 147. Drawing of 

the design at South Kensington, 147. His 

monument to Lancinus Ourtius, 148. His 

works in the duomo at Milan, 149. His 

monuments to Cardinal Marino Caracciolo 

and to GioTanni Andrea Vimercati, 149. 

His altar bas-relief, 149. His probable work 

on the Certosa, 149. Tomb by him at Isola 

Bella, 150 

Byiantine school, wide-spread influence of 

the, 6, note ', 6 
Byzantine style in architecture introduced into 
Italy, 95. Its influence in the works of the 
Maestri Comacini, 98. Causes and examples 
of Byzantine influence at Venice, 170 



CACCAVELLO, Annibale, character of his 
works, 71 
Cssdwalla, King of the West Saxons, his 

tomb in St Peter's, 77 
CflBsar, Julius, bust of, on the monument of 

Bartolomeo Coleoni, 130 
Caesars, bas-reliefs of the twelve, by Tomaso 

della Porta, 154 
Cagnone, Alessandro, Reggian sculptor, 249, 

note* 
Cairate, Giovanni da, his terra-cotta figures at 

the Certosa, 127, note * 
Cajazzo, Conte di, work of Maestro Antonio on 

the palace o^ 262 
Calabroso, Bart, Heggian sculptor, 249, note* 
Caldara, Giacomo, death of, 64 
Calendario, Filippo, the Venetian architect,* 

173. His mysterious education as an artist, 

173. Put to death, 174. The sculptures of 

the ducal palace probably his, 173, 174 
Calf, Adoration of the Golden, bas-relief o^ at 

Padua, 224 
Callsta, S., statuette of, in the Abazia, Venice, 

189 
Calixtus, St, Bishop of Aquileja, his duomo at 

Cividale, 98 
Cambi, the brothers Jacobus and Galeantino 

de*, their work at Bergamo, 162 
Camello or Gambello, Vittor, his powers of 

imitation, 207. His medals, 207. His 

marbles and bronzes, 207. His rhymes, 

207. His other works, 207, note * 
Camilia, Porzia, her tomb in San Severino, 

Naples, 71 
Camino or Comino, Ferrarese sculptor, put to 

death, 243 
Campagna, Girolamo, his works at Venice and 

at Verona, 217. His bas-relief of Sant' 
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Antonio at Padua, 217. Character of his 
work, 217, 218. Other works by him, 218, 
268 

Campagna, Girolamo, the younger, his statue 
of Duke Federigo of Urbino, 218 

Campanile of the duomo ofTrani,28, note^ 

Campi, Bernardino, his frescoes in the church 
of St. Sigismond, near Cremona, 163 

Campione. See Bonino 

Campionesi, their scidptures at Milan, 105. 
Notice of them, 105, 106. Their works at 
Modena, 106. Genealogical tree of them, 
106, «ote» 

Camponeschi^ Beatrice, her tomb at Aquila, 
46. Inscription on tiie tomb, 46, note^ 

Camponeschi, lords of Abulia, 46. Their 
tombs, 46 

Can L, Signorio della Scala, his rule, 112. 
His tomb at Verona, 111, 112 

Can n., Signorio della Scala, his diminished 
territory, 113. His monument, 113 

Cana, Marriage at, bas-relief of the, at Mikn, 
151 

Candelabra, Paschal, at St Paul\ Rome, 78. 
Paschal, in Saiita Maria in Cosmedin, Rome, 
83. Of Alessandro Leopardi, at the Academy 
at Venice, 206. Bronze, at San Stefano, 
the Salute, and San Marco, 212. The 
marble candlestick in the duomo at Verona, 
219. The bronze Paschal candlestick at 
Sant* Antonio at Padua, 226. The msrble 
pedestnl for it, 230. Bronze candlestick in 
the duomo at Milan, 271. The so-called 
Gloucester candlestick at the South Ken- 
sington Museum, 271 

CannsB, battie of, 4 

Canosa, duomo of San Sabino at, 22. Ac- 
count of, 23, note. 

Canozio, Bernardino, his work at Ferrara, 209, 

Canozzi, Daniele di Bernardino, his work at 

Ferrara, 209, note * 
Cappello, Admiral Vittoie, 208, note \ Statue 

of, at Venice, 208 
Capuano, architect of the castie of, 52, note* 
Caracciolo, Cardinal Marino, tomb of, at Milan, 

149 
Caiaodolo, Gioeu^ Ciccione^s monument to, 60 
Caracciolo, Ser Gian, 61. His tomb, 61 
Caradosso, escorts Francesco di Giorgio to 

Milan, 135 
Caradosso, Ambrogio, detto Foppa and del 
Mundo, his name according to Cellini, 144. 
His medals and goldsmith's work, 145. His 
gold pax at Milan, 145. Cellini's admira- 
tion c^ his works, 145. His golden inkstand, 
145. His works in marble, 146. Three 
letters from him to Lodovico il Moro, 272 
Carafia, Fra Bartolomeo, tomb of, at Rome, 88 
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Cnrnffn, Cardinal Oliviero, statue of, at Xaplefl, 
102 

Caranianico, notice of San Tomaso del Monte 
or di Patemo at, 209 

Carbona, Melia da, memorial to, by Tomma«H) 
I^nibardo, 100 

Carbone, Cardinal, his tomb, 62. Notice of 
him, 02, note^ 

Carelli, Marco, his tomb in the duomo of 
MUan, 1 19 

Cariboni, Alessandro, Roggian sculptor, 249, 
note ' 

Cariboni, (liorgio, Repgian sculptor, 240 note* 

Carino, Giovanni, his bu8t^ of Andrea Navajrno ; 
and Fracftstoro at Padua, 2*10 

Carmagnola, treatment of, by the Duke of 
Milan, Filippo- Maria, 121 
, Caroccio, invention of the, lO-'J 

Carpi, tomb of Manfredo Pio at, 2-^ 

Carrara, statue of San IJemardo Abate at, 218. 
Marble quarries of, 200. Carrarese sculp- 
tors, 200 

Carsoli, notice of the duomo at, 209 

Caryatides, pipantic, of Alessandro Vittoria at 
Venice, 211 

Casari, Jjizzaro, his works at Bologna, 241 

Casignuola, Jacopo, his work at Rome, 158 

Casignuola, Tomaso, his work at Rome, I08 

Cassiano, Monte, in the Marca d'Ancona, cru- 
cifix in the church of, 41 

Cassino, Monte, bronze gates at, 32. Inscrip- 
tion on them, 82, note * 

Castaldi, Matteo, his work on the Campanile 
at I'Vrrara, 141, wote *. His work on the 
duomo at Milan, 141, w>tc * 

Ca-taldo, Comelio, his verses in praise of 
Vittor Camello, 207. Camello's portrait 
medal of, 207 

Castel del Monte, description of the, 87, 88. 
Period of the constniction of the, 4J), 50 

Castellani, Lodovico, his works at Fcrrara, 
245 

Castello del due Torri, period of the construc- 
tion of the, 50. Demolition of, 50, nole * 

Castello, Ctiovnimi, II l^rgamasco, his work 
in the cathedral of Genoa, 101. His visit 
to, and death in, Spain, 101 

Castelnuovo, Andrea dall*Aquila*8 sculptures 
on the triumphal arch at, 47. Architect of, 
52, note '. Triumphal arch at, 03, 04 

Castracani, Castruccio, renders assistance to 
Galeazzo Visconti, 108. Plunders the villas 
near Florence, 108, note ' 

Castro, I'aolo di, and his son Angelo, monu- 
ment to the memory of, at Padua, 224, 225 

Cataneo, Danese, da Carrara, his bronze work 
at Padua, 230 

Catapan, the Greek, at Bari, 3. Revolt of 
Melo against liim, 3 



Catharine of Austria, Duchess, her tomb at 
San Lorenzo, 59 

Cathedra, the, in San Clemente, Rome, 79. 
In the tnnwury of St Mark's, Venice, 108. 
Legends connected with it, 108, note \ 
Cattedra, the, of the grotto of St Michael, 13. 
Of the church of San Nicolo at Bari, 16. 
In the duomo of San Sabino at Canoaa, 22 

Catherine, St, statuettes of, at Aquila, 48, 59. 
Bas-relief of, 0.*J. Statuette of, on the sar- 
cophagus of Medea Coleoni, at Basella, 129. 
Statue of, in the academy at Genoa, 152. 
Bas-relief of, in Como cathedral, 100. 
Statuette of, at Venice, 184. Baa-relief ol^ 
at Carpi, 289 

Cattaneo, Danese, da Carrara, bis monument 
to the Doge Ijoredano, 217. Notice of him, 
200, 2(J7. Ilis work at Venice, 207. His 
friendship with Tasso, 267. His literary 
works, 2(57. His sculptures, 207. His 
poetrv', and a translation of a sonnet, 274 

Cavalli, Jacopo, the condottiere, tomb of, at 
Venice, 184 

Cavallini, Pietro, his crudfiz at St Paurs^ 
Rome, 88 

Celostine V., Pope, bis tomb at Aquila, 219 

Cellini, Benvenuto, his admiration of the 
works of Caradosso, 145 

Celso, ^^an, at Milan, sarcophagns at, 101. 
Antonio Abbondio's heads at, 157. Fon- 
tana*s works at, 157, 158 

Celtic ornament, 8 

Ceres, statue of, by Gugl. della Porta, 162 

Certoea, at Pavia, foundation of the duomo 
of the, 115, 117. Artistic interest of the, 
1 1 7. The ground-plan and various parts of 
the, 118, note *. Duke Filippo-Maria*8 great 
cloister, 120. Bas-relief of the Adoration 
of the Magi at the, 124. Wooden statues 
of Pantaleone, de' Marchi for the, 141, note^. 
Probable work of Bambaja at the, 149. 
Church of S. Andrea in the, 195 

Charit}', statue of, at Naples, 01. Statuette 
of, on the sarcophagns of Bartolomeo Co- 
leoni, 130. Bas-relief of, in the Baptistry 
at Parma, 200 

Charlemagne, his tomb in St Peter's, 77. 
Alto-reliefs of the paladins of, at Verona, 
215 

Charles V., Emperor of Germany, his demo- 
lition of the Castello del due Torri, 60, 
note \ Statues, busts, and medallions of, 
by Luini at Madrid, 155, and note *. Coro- 
nation of, at Bologna, 241. Cittadella's 
wax medallion of, 247. Cittadella's bust of, 
247 

Charles II. of Anjou, his duomo at Lucera, 40. 
Disappearance of his sarcophagus thence, 
44. His effigy set against the wall, 44. 
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Statue of, at Rome, 80. figure of, on his 
widow's tomb, 64 

Charles VIII., King of France, his conquest 
of Naples, 253. His tomb at St. Denis, 
263 

Charles Martel, King of Hungary, his gift to 
the church of Monte Ver^ine, 270 

Charles, Duke of Calabria, his church of San 
. Martino, 63, 64. Figures of, 64, 67. His 
death, 6G. His tomb in Sta. Chiara, 67 

Charon, bark of, bas-relief of the, at Verona, 
229 

Chastity, bas-relief of, in the baptistry at 
Parma, 260 

Chiara, Sta., at Naples, architects of, 63. 
Monuments in, 64, et teq. Story of, 67. 

Chiara, Santa, figure of, 68. Bas-relief of^ 60. 
Half-figure of, at Venice, 194. Statuette 
of, at Venice, 218, 230 

Chieti, silver statue in the duomo at, 40, note *, 
Portal of S. Benedetto at, 40. And of San 
Antonio Abbate, 41 

Chimera, the, as a Christian symbol, 100, note^. 
Bas-relief of the, 100 

Chionia, St., statue of, at Friuli, 99 

Christ, bas-relief of, at the duomo at Kuyo, 
29. At St Andrea at Barletta, 36. At the 
cathedral at Atri, 39. At St Michael at 
Bitetto, 40. On the shrine of San Bernar- 
dino, in Aquila, 47, 48. In the Capella di 
San SeTerino at Naples, 67, 68. Of the 
Baptism, at Monza, 97. At San Martino in 
Friuli, 98. At San Pietro di Oivate, 100. 
At San Calimaro at Milan, 103. At Verona, 
113. In the duomo at Milan, 118. On the 
tomb of San Lanfranco, 128. Of scenes in 
the life of, on the sarcophagus of Barto- 
lomeo Coleoni, 130. At the Certosa at 
Pavia, 131, 134, 266. In the chapel of the 
Barromei on Isola Bella, 133. In the duomo 
at Como, 1(50. At Venice, 183, 199, 201. 
Of scenes in the life of, in the Giustiniani 
Chapel at Venice, 202. Of the Resurrection 
in the Frari at Venice, 202. And at Bo- 
logna, 247. In the Pellegrini Chapel at 
Verona, 216, 217. Of His descent into 
Limbo, on Ricci's candelabrum at Padua, 
227. At San Cansiano at Padua, 229. At 
Sant' Antonio at Mantua, 231. At Carpi, 
239. Of the Mysteries of His Passion in the 
duomo at Parma, 268. Of the history of 
His life in the Baptistry at Parma, 269, 
200. At Genoa, 264, 266. In the duomo 
at Molfetta, 269 

— J bust of, at Naples, 62 

— , statue of, in the duomo at Milan, 140. Of 
wood, at Bologna, 163. In Sant' Anastasia 
at Verona, 267 

— , statuette of, at Monza, 112. Common on 
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Venetian tombs, 180. At Venice, 188. At 
Reggio, 260 

— f mortorio of, in Sta. Chiara at Naples, 68. 
At San Satiro at Milan, 146. In the duomo 
at Ferrara, 245. At Modena, 252. Of wood, 
at Parma, 261 

— , intaglio heiid of, by Properzia de* Rossi, 
240 

— , early representation of, on a cross at Bo- 
logna, 238. Dialogue with His mother on 
this Cross, 238. Rude early figure of, in 
St Mark's at Venice, 169 ' 

— on the Cross. See Crucifix 

— the Judge, bronze incised figure of, at Tro- 
ja, 33. Bas-relief of, in the Baptistry at 
Parma, 259 

Christianus, Magister, 78. His monument to 
Cardinal Peter, 78 

Christina, St., statuette of, at Venice, 184 

Christopher, St, bas-relief of, near the en- 
trance to the Academia, Venice, 172. Huge 
wooden statue o^ at Sta. Maria dell' Orto, 
186, note » 

Chrysogonus, St, statue of, at Friuli, 99 

Cibo, Cardinal, his patronage of Cittadella* 
248 

Ciborium of Alfanus da Termoli at Bari, 14. 
Gothic, of Arnolfio del Cambio, 78. Of 
Niccold di Angelo, 79. In San Clemente, 
at Rome, 78. In Santa Maria di Castello, 
at Cometo, 79. Origin of the ciborium, 79, 
naie^. That at San Giorgio in Velabro, 
79, note K That of Santa Maria di Castello, 
at Cometo, 79. In the duomo at Genoa, 
162. In the duomo at Parma, 262, note * 

Ciccarone, Alessandro, his additions to the 
fountain at Aquila, 46, note * 

Ciccione, Andrea, his works, 60 

Cippus of Publius Futilius, at Milan, 104, 
note^ 

Circumcision, bas-relief of the, at Como, 159 

Cittadella, Alfonso, alias Lombardi, notice of, 
246. His studies under one of the Lom- 
bardi, 246. His mortorio at Bologna, 240. 
Michel- Angelo's opinion and employment of 
him, 246. His mortorio della Madonna at 
Bologna, 246. Other works by him, 247. 
His death, 248 

Ciyidale, works of the Maestri Comacini at, 
98 

Cividale, in Friuli, erection of the duomo of, 
197 

Civitali, Matteo, his works in the duomo at 
Genoa, 265 

Clara, St, statuette of, at Venice, 184 

Clarello, Fra, notice of, 220. His works at 
Padua, 220 

Claribus, Antonio de, tomb of, 77, note^ 

Clemency, figure of, 67 
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< Moment, St, statuette of, at Venice, 184 

Clement, fourth Pope, his relics at San Cle- 
mente a Casaoria, 20. His representatioo 
on the doors of the church, 20, noie *, 21 

Clement V., Pope, sends for Properzia de* 
Horn at Bologna, 241 

Clemente a Casauria, Saa, 10. Foundation 
of, 19, note^. Additions and testorations, 
20. Portal sculptures, 21. Interior of the 
church, 22 

Clemente, San, church of, at Rome, 78. Mar- 
ble works in, 78. The ciborium in, 78, 70, 

Clementi Spani, Bartolomeo di, notice of, 249* 
His sons, 249. His works as a goldsmith, 
architect, and sculptor, 249 

Clementi Spani, Proepero, 249, 250. His 
works, 2dO. His reputation defended hj the 
dramatist Gabriele Bombasio, 251, nole ' 

Cock, the, as a Christian symbol, 10 

Colchasy temple of, on Mons Garganus, 13, 

Coleoni, Bartolomeo, his chapel and monu- 
ment, 129. Equestrian statue of, at Venice, 
130,204 

Coleoni, Medea, her monument at Basella, 129 

Colla, Francesco di Nicola da, his works at 
Padua, 230 

Coltellini, Girolamo, his works at Bologna, 
241, 242 

Comacine style of architecture, 95. Origin of 
the name, 96 

Comadni, Maestri, origin and history of the, 
97 

Como, Guglielmo da, employed at the Certosa, 
127, naU » 

Como, duomo at, 159. Work of various ar- 
tists on the duomo, 159. The facade, 159 

Conforti, Giacomo Filippo, his tomb of Gio- 
vanni Buccellano, at Brescia, 235 

Constans I., Emperor, his diadem of pearls, 
42, noie ^ 

Constantine the Great, his diadem of pearls, 
42, note '. Bronze bas-reliefs of the history 
t)f, at Venice, 229 

Contarini monument at Sant' Antonia at Pa- 
dua, 207, note • 

Contarini, Gaspare, bust of, at Venice, 211 

Contarini, Tommaso, bust of, at Venice, 211 

Conti, Nicold di, his work at Venice, 212 

Comr ri, Catarina, her monument to her hus- 
band*8 memory, 185 

Comaro, Marco, Doge of Venice, tomb of, 182. 
His answer to Giovanni Dolfin, 182, note^ 

Comaschi, Livio de\ his work at Venice, 2G3 

Cortero or Corteai, Stefano di, 209, note^ 

Cosmati, works of the, 75, 81. Genealogy of 
tho, 270 

rosiuati, Adeodatus, works of, 83 
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Cosmati, Giovanni, his tombs at Santa Maria 
Maggiore and Santa Maria soprm Minerva^ 
75, noU «. His other works, 82, 83 

Cosmati, LcKa, his work in the duomo at 
Anagni, 83 

Cosmati, PaMjuale, works of, 83 

Cosmography, bas-relief of, on a candelahfun 
at Sant* Antonio at Padua, 227 

Coetanzo, Jacopo di, tomb of, 52 

Courage, bas-relief o^ on Riccio*s candela- 
brum at Padua, 227 

Cozteno, Gallinns de, 150 

Cremona, Omodeo^s shrine of the Egyptian 
martyrs at, 131, 132. GiacooK) Portata's 
work on the portal of the cathedral of, 160, 
note K Sculptors from, in the fifteenth cen- 
tury, 161. Work of Giovanni Gaspare Pe- 
doni in the municipal palace, 162. Of 
Malojo in the duomo, 162. And of Tom- 
maso Amid and Francesco Maja in the 
duomo of Cremona, 163. Platina'a wmrk 
on the stalls of the choir, 162. Freacoes at 
St Sigismond, near Cremona, 163 

Cristina, S., statuette of, in the Abasia^ Venice, 
189 

Cristoforo Pedoni*8 Area di Sant* Arcaldo in 
the duomo at Cremona, 162 

Cristoforo da Ferrara, Reggian sculptor, 249, 
note • 

Cristofoms, his medal portraits, 234 

Cross of Pietro Vannini, at Ascoli, 41. Stone 
crosses at St Petronius at Bologna, 237. 
Ancient custom of setting them up at the 
junction of two or three roads, 237, noU * 

Crucifix of Lorenzo d* Ascoli, in the chiuch of 
Monte Cassiano, 41. By Franciscus Perrini, 
at Santa Maria Maggiore, 41. The miracu- 
lous, at San Domenico, 52. Of Pietro Caval- 
lini, at Rome, 88. At San Calimaro, Milan, 
103. Supposed to be by Antonio di Ferrara 
at Ferrara, 243 

Crucifixion, bas-relief of the, in the oratory of 
S. Venanzio, Rome, 91. Bas-relief of the, 
on the Sarcophagus of Bartolomeo Coleoni, 
130. At the Certosa, 134. In the Scuola 
di San Girolamo at Venice, 211. In the 
duomo at Parma, 257, 258. In the duomo 
at Genoa, 264 

Crusade, the, 24 

Crusaders, new ideas of art brought back from 
the East by the, 6 

Cupid, Paolo Romano's statue of, 90 

Cupids, bas-reliefs of, at Urbino, 143 

Curtius, Lancinus, monument to, at Milan, 148 



DANDOLO, Andrea, tomb of, at Venice 
181, 182. His monument to Sant'Isi- 
doro, in St. :Mark'fl, 182 . 
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Dandoloy Simon, tomb of, 183 

Dante, tomb of, at Kayenna, 193. Diflcovery 

of bis bones in 1865, ld3, note > 
Daverio, Pietro Antonio, bis statues on tbe 

exterior of Mibm Catbedral, 168 
David, statue of, on tbe duomo at Milan, 141, 

naU *. Bas-relief of, at Padua, 224 
Deatb as a crowned skeleton, ex-yoto bas- 
relief of, 69, 60 
Decembrio, Pietro Candido, notice of, 120, 

note^ 
Delfin, Andrea, bust of, at Venice, 268 
Demetrius, despot of the Morea, portrait of, 

70 
Demugiano, Ludo?ico, his statue of Louis XIL 

of France, 139, note * 
Dentone, Antonio, 207. His works at Venice, 

208 
Dentone, Gioyanni, of Padua, a pupil of Oris- 

toforo Solari, 141. His works in the Cap- 

pella del Santo at Padua, 230 
Descent from the Cross, Santa Croce's, 70. 

Bas-relief of the, in the duomo at Milan, 

118. On the sarcophagus of Bartolomeo 

Coleoni, 130. At the Certosa, 131. On a 

gold pax at Milan, 145. Group of the, bj 

Tomaso della Porta, 154. By Begarelli, at 

Modena, 254, 266. Cost of the work, 266, 

note * 
Desiderius, King of the Lombards, bis church 

of San Salvatore at Brescia, 100. And at 

San Pietro di Civitate, 100 
Diadems of pearls worn by the Greek Empe- 
rors, 43, note ^ 
* Dieu le yeut,' the cry of, 6 
Dini, Pietro, his bronze work at Amatrice, 

41 
DiBcalzi, Isabella, sculptress, 264, nUe * 
Doctors of the Church, bronze symbols of the, 

in Milan Cathedral, 168 
Dolcebuono, Gioyanni Jacopo, competes for 

the cupola of the duomo of Milan, 136. 

Notice of him, 136, note ^ 
Dolfin, Gioyanni, Doge of Venice, answer of 

the Doge Marco Conuuro to, 182, note \ ffis 

tomb, 183 
Domenego da Como, his work in the cathedral 

of Ferrara, 160, note * 
Domenic, St., bas-relief of, at Naples, 66, 

note K Bas-relief of incidents in the life of, 

at Bologna, 248 
Domenico, Antonio di, da ligomo or Ligiuno, 

160 
Domenico, his intaglios and grotesques at 

Venice, 236 
Domenico, San, at Naples, miraculous crucifix 

at, 62. Tomb of Francesco Carafia at, 06, 

Madonna and Child at, 68 
Domenico Maggiore, San, architects of, 62 
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DomenigD di Bernardino, his work at Venice, 
212, note ^ 

Donatello, his part in the tomb of Cardinal 
Brancacci, 63. His bronzes at Sant' An- 
tonio at Padua, 220 

Donato, Maestro, his works at Sta. Maria in 
Cosmedin at Rome, 171 

Donato Mascella, Cola, his work in the gates 
of the duomo of Troja, 33, note ^ 

Donato, San, Bbhop of Epirus, shrine of, in 
the duomo at Murano, 171. Difference 
between the size of the saint and his wor- 
shippers, 171, note \ Journey of his bones 
from Cephalonia, 172 

Donato, Manno, tomb of, at Padua, 222 

Donelli, Palazzo, at Reggio, work of Barto- 
lomeo di Clementi Spagni at the, 249 

Donnaincasa, his work in the payement of 
Santa Maria di Castello, at Cometo, 86 

Donnino, Borgo San, work on the fit^e of 
the cathedral of, 260 

Doors of the church of San Clemente a Ca- 
sauria, 20. Bronze, of Byzantine workman- 
ship, 32. Works of Roger of Amalfi and 
Oderisius of Beneyentum, 32, 33. And of 
Barisanus of Trani, 33. Of the duomo at 
Salerno, 60. Vine-wood doors of Santa 
Sabma, at Rome, 91. Of St Mark's, Venice, 
170. See Portal Sculptures 

Dorotea, S., statuette of, in the Abazia, Venice, 
189. Litaglio head o^ by Properzia de' 
Rossi, 240 

Doryclea, battle of, 26 

Dossale, marble, in the Cappella Salyiati, at 
Rome, 91 

Dozza, Francesco, his work at Bologna, 242 

Draperies, cartaceous, origm of, 123. Of the 
Mantezza, 126, 127. Of Omodeo, 127, 
132 

Drogo, Count, his tomb at Venosa, 44 

Durando, Guglielmo, his remarks on the 8]rm- 
bols of the Eyangelists, 10, note^ 

Durante, Guglielmus, Bishop of Capo Stillari, 
tomb of, at Rome, 82 

Durazzo, Maria, bas-relief of, at Naples, 68 

Durazzo, Carlo da, monument of, 69 

Durazzo, besieged by Bohemund, 26 



EAGLE of St John at Moscufo, 30 
Ecce Homo, bas-relief of an, on the sar- 
cophagus of Medea Coleoni, 129 
Edward the Confessor, his shrine in West- 
minster Abbey, 80, 81 
Egyptian martyrs, shrine of the, at Cremona, 

132 
Egyptians, decorations of their buildings, 8 
Eleanor, Queen, artists of the crosses of, 88 
Elena, Sta., at Venice, monument to the Count 
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of Valtero and Arquato in tbe chorch of^ 

EleDft, Bta., figure of^ at SanGioTanni e Paolo, 

at Venice, '206 
Eleonora of Aragon, PrinceaB, journey of, to 

Ferrara, 244. Her reception there, 245. 

Her death, 245, note * 
EleutheriuD, 8t, on the doors of the duomo 

ofTroja, 33, ik)te» 
Elias, Archbishop, his discoyery of the bones 

of 8t Sabinus, 14, note* 
Elias, Archbishop, Abbot of the Benedictines, 

his tomb at Venosa, 44 
Elizabeth, St, figure of, in Sta. Chiara, Naples, 

58 
Elysian Fields, bas-relief of the, at Verona, 

Emperors, Greek, diadems of pear!8 worn by 

the early, 42, noU * 
England, style and plan of the earliest churches 

in, 12, ttote* 
Enricaccio, Gioyanni d^, period in which he 

flourished, 239 
Enrico da Campione, his works at Modena, 

100 
Enrico II. da Campione, his statuettes and 

work on the Ghiriandaja, at Modena, 

100 
Entombment, Stiacciato relief of the, in St. 

Peter's, Rome, 01. Bas-relief of the, on 

the sarcophagus of Bartolomeo Coleoni, 130. 

On Riccio's candelabrum at Padua, 227. At 

Verona, 229 
Envy, bas-relief of, on a can lelabrum at Sant* 

Antonio at Padua, 227 
Epiphany, bas-relief of the, at Venice, 183 
Equestrian statue of Bartolomeo Coleoni, 130 
I^te, Marquis Alberto d', statue of, at Fer- 

rara, 244 
Este, Beatrice d\ her tomb at Pa via, 138. Her 

energetic counsels, 139 
Este, Borso d', medal of, 245, note * 
Este, Costanza, d', her tomb at Padua, 221 
Este, Ercole d', Duke of Ferrara, statue of, 

248 
Eustace, St., bronze figure of, at Trani, 34. 

Statue of, on the duomo at Milan, 140, 

note* 
Eustachius, Abbot, his dborium in the church 

of San Nicold, 15. His verses on the tomb 

of Archbishop Elias, 44 
Eustorgio, St, tomb of St. Peter Martyr in the 

church of, at Milan, 109 
Evangelists, meaning of the animal symbols of 

the, 10, note\ At the duomo at Ruvo, 29. 

On the pulpit at Pianella, 30. In the duomo 

of Salerno. 60. Statuettes of the, at Monza, 

112. Ancient representation of the symbols 

of the, in St Mark's, Venice, 108. Attii- 
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butes of the, in Sta. Bfaria in Cosmedin at 
Rome, 171. Bronze symbols of the, in the 
duomo of Milan, 158. Al(o-relie& of the, 
at Venice, 184. Bas-reliefs of the, in the 
duomo at Treviso, 197, note '. In the Ca- 
pella Maggiore, at Venice, 196. Terra* 
cotta statues of the, on the Grimani chapel, 
at Venice, 196. Alto-reliefs of the, in the 
Giustiniani chapel at Venice, 202. Statues 
of the, in San Giorgio Maggiore at Venice, 
211. Symbols of the, at the duomo of 
Verona, 215. Early symbols of the, at 
Bologna, 237. Bas-relie& of symbols of the, 
in the duomo at Parma, 258. And in the 
baptistry at Parma, 260. Statues of the, 
at Parma, 202 

Eve, bas-relief of^ at the Certosa, 134. On 
the Ducal Palace at Venice, 177, 179. Sta- 
tue of, at Venice, 192. Statue of, at San 
Giovanni e Paolo, Venice, 200. Citadella*8 
figure of, at Bologna, 247. Baa-relief of, on 
the Tiivulzi candelabrum, 272 

Expulsion from Paradise, bas-relief of the, 
on the Trivulzi candelabrum, 272 

Eyes of statues painted black, custom of, 110 



FABIUS, Albanus, his restoration of the 
statue of Heraclius, 43 
Facade of San Nicold at Bari, 10. Of the 
duomo at Troja, 16. Of the duomo of 
Ruvo, 29. Of the basilica of St Michael at 
Bitetto, 40. Of San Bernardino at Aquila, 

41. Of the mimicipal palace at Sulmona, 

42. Of the church of San Giovanni a Pap- 
pacoda, 02. Of SanU Maria di Castello at 
Cometo, 84. Of the church of San Pietro 
at Toscanella, 85. Of the duomo at Monza, 
112. Of the Certosa, 125, 120, note*, 131, 
134, 242, 200. Of the monument of Bar- 
tolomeo Coleoni, 130. Of the cathedral of 
Como, 159. Of the library at Venice, 160. 
The two fa9ades of the Ducal Palace at 
Venice, 175, 170, 192, 190. That of Sta. 
Maria dell' Orto, 189. Of St Mark's, 
Venice, 189. Of the Scuola di San Marco, 
at Venice, 199. Of the Palazzo del Consiglio 
at Verona, 217. Of Corpus Domini at Bo- 
logna, 242. Of the duomo of Ferrara, 242. 
Of the Pakzzo Donelli at Reggio, 249. Of 
San Giacomo at Reggio, 249. Of the duomo 
at Modena, 251. Of the duomo of Parma, 
2(i2. Of the duomo of Piacenza, 203. Of 
tbe duomo at G^noa, 204. Of the duomo at 
Cremona, 200 

Faith, statue of, 01. Bas-relief of, in the 

baptistry at Panna, 200 
Faliero, Marino, Doge of Venice, conspiracy 

of, 173. His deatli, 174 
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Faliero, Vitale, Doge of Venice, sarcophagus 

of, at St Mark's, 160 
Fame, figure of, at Milan, 156. Bas-relief of, 

on a candelabrum at Sant* Antonio at Padua, 

227. And at Verona, 229 
Fancelli, Luca, liis residence at Mantua, 

232 
Fassa de' Tito, Pietro, his work at San Lorenzo, 

Rome, 80 
Fasulo, Francesco, portrait medal of, 207, 

Federigo, Duke of Urbino, his palace at Urbino, 

142, note \ Statue of, 218 
Feliciti, St, figure of, in the Academy at 

Parma, 256 
Ferrandino, son of King Alfonso of Naples, 

portrait of, at Naples, 252, nate^ 
Ferrara, Castaldi's work on the campanile at, 
141, note^. Tomb of Lorenzo Roverella at 
San Giorgio at, 143. Work of Bernardino 
Milano at, 150. Of Como artists on the 
duomo of, 100, note^. Of Piero of Lugano 
at, 161. Works of Pietro of Bergamo at, 
101. Of Nicold del Ficarolo at the duomo 
at, 213. Of Gabriele dei Frisoni at, 234. 
Early sculptors at, 242. The duomo of, re- 
built in the twelfth century, 242. Riot in 
the city, and murder of the podestii by the 
citizens, 244. Statue of the Marquis Alberto 
d' Este, 244. Journey of the Princess Eleo- 
nora of Aragon to Ferraiti, 244. Mortorio 
at Ferrara by Guido Manzoni, 252 

Ferrari, Ambrogio, superintends the accepted 
models for the cupola of the duomo of 
Milan, 135 

Ferrari, Marco, detto da Gra or Agrate, his 
work at Milan and Parma, 150, 151 

Ficarolo, Nicold del, his work on the duomo 
at Ferrara, 213. His works at the duomo 
at Ferrara, 242. The Vicus Arii and Vicus 
Arioli of the tenth and eleventh centuries, 
242, nate^. Supposed to be the sculptor of 
the bas-relief of the fa9ade of San Zeno at 
•Verona, 243 

Fieschi, Cardinal Guglielmus, his tomb at 
Rome, 86 

Fieschi, Cardinal Giorgio, monument of, at 
Genoa, 264 

Fieechi, Cardinal Luca, his monument of, at 
Genoa, 264 

Fllarete, Antonio, his description of the Palazzo 
Vismara, 124, note ' 

Filippino degli Organi, his tomb of Marco 
Carelli, at Milan, 119 

Filippo-Maria Visconti, Duke of Milan, his 
reign, 120. Ilis patronage of the arts, 120, 
121. His portrait in Vincenzo Foppa^s paint- 
ing at the Certosa, 124, note^ 

Filotesiu, Nicola, his work in San Bernardino 
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at Aquila, 41. His 'paintings and sculp- 
tures, 41, note^ 
Flagellation, bas-relief of the, on the sarco- 
phagus of Bartolomeo Coleoni, ISO 
Flight into Egypt, bas-relief of the, in the 
duomo at Milan, 118. Bas-relief of the, on 
the sarcophagus of Giovanni Borromeo, 133. 
In the baptistry at Parma, 260. At Genoa, 
264 
Florence, endowment of the hospital of San 

Giovanni Batti^ta at, 185, note ' 
Flowers, bas-reliefs of, at the Certosa, 125. 

Of Ambrogio da Milano, at Urbino, 143. 
Foggia, palace of the Emperor Frederick II. 

at, 39. 
Foix, Gaston de, tomb of, at Milan, 146. His 

death, 146, noteK Statue of him at the 

Brera, 148 
Folengo, Teofilo, terra-cotta bust of, at Mantua, 

233 
Folgoso, Rafiaele, hb tomb at Padua, 223 
FoUacrino da Lanciano, Pietro, his wheel 

window, 41 
Font, baptismal, in the duomo at Cividale, 

98. Of Hugo da Campione, at Bergamo, 

106. By Paolo de Garviis, in the duomo at 

Atri, 151. In Son Zeno at Verona, 214 
Fontana, Antonio, his works, 157. His Ma- 
donna at San Celso, 157 
Fontanella, Sebastiano detto di Magistro, 

M!antuan sculptor, 235 
Fontevivo, Abbey of, monument of Guido 

Pallavidno in the, 261 
Foppa, Vincenzo, his painting of the laying of 

the comer-stone of the Palazzo Vismara, 

124, note^ 
Force, figures of, at Naples, 57, 62 
Fortitude, winged statue of^ at Naples, 54. 

Statuette of, at Naples, 61, 66, note *. At 

Milan, 111. Statue of, at Verona, 113. 
Fortune, frescoes of the vicissitudes of, at 

Milan, 113, note^. Window emblematical 

of the wheel of, at Verona, 214. Bas-relief 

of, at Milan, 272 
Foscari, Francesco, Doge of Venice, hb death 

and burial-place, 188. His tomb, 188. 

Group o^ on the Porta della Carta, 188, 

note^ 
Fossani, Ambrogio, detto II Borgognone, hb 

work at the Certosa, 126, note* 
Fountain at Aquila, 45 
Fracastoro, Carino's bust of, at Padua, 230 
Francesco, Giovanni, period in which he 

flourished, 239 
Francesco Gonzaga, Duke of Milan, employs 

Jacopino da Tnidate, 122 
Francesco, Maestro, hb terra-cotta work at 

Parma, 262 
Francesco da Vico, hb works, 53, 54 
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Frandone, hdlds the Isoletta Comacinft against 
the Lombardsi 96 

Frauds, St., statuette of, at Aquila, 48. Bas- 
relief of, at Naples, 60. Statuette of; at San 
Celso, Mantua, 122, noU >. Half-figure of, 
at Venice, 194. Statuette of, at San Giobbe, 
at Venice, 195. Bas-relief of, at Venice, 105. 
Statuette of, in the Ducal Palace at Venice, 
207, note^. In the Redentore at Venice, 
2ia At Venice, 218. Bas-relief of, in 
San Francesco at Padua, 224. Figure ot 
in San Francesco at Modena, 255 

Franco, Nicolas, apostolic legate, tomb o^ in 
the duomo at Treviso, 197, note ^ 

Frederick 11., Emperor of Germany, his taste 
in art^ 87. Represented as Csesar, 87, ncU ^ 
His Castel del Monte, 87. His funeral 
procession, 86, tide *. His palaces at Lucera 
and Foggia, 80. His establishment of the 
Saracens at Lucera, 40, note *. His patro- 
nage of art, 49. Statue of him on the Vol- 
tumus, 50. His foundation of the church 
of Sta. Maria Assunta at Altamura, 269 

Frederick Barbarossa, his humiliation of Milan, 
108. Bas-relief portrait of him on the dtj 
gate, 104 

Free-masons, recognition of the free jurisdic- 
tion of the, by the Lombards, 97 

Fregella, Gio., his work on the duomo at 
Milan, 142, note*' 

Frigeri, Francesco, decorations of the se- 
pulchre of his family at Parma, 261 

Frisoni, Gabriele dei, his work at Ferrara, 234 

Friuli, tomb of Duke Pemone, at San Martino 
in, 98 

Fusina, Andrea da, his hostility to Omodeo, 
186. To whom he is nsmed as^tociate, 136. 
A pupil of Cristoforo Solari, 141. His tomb 
of Francesco Blrago, 141 



GABBINATA, Ruffino, tomb of, at Reggio, 
250 
Gabriel the Archangel, statue of, on the Ducal 

Palace at Venice, 176 
Gaddi, Gaddo, mosaics of, at Rome, 82, Moto' 
Gaetani, arms of the, at Anagni and Rome, 88 
Gaetani, Giulia, figure of, in StPeter^s, at 

Rome, 158 
Gaetani da Sermoneta, Giovanna, portrait of^ 

at Rome, 158 
Galatina, tomb of Giovanni Antonio Balzo in 

the church of San Pietro in, 45 
Galeazzo I., Visconti, Lord of Milan, his quar- 
rel with the Pope, 108. His fate, 108 
Galeazzo II., Visconti, poisons his brother 

Matteo, 110. His destniction of Giotto's 

frescoes, 110 
Gtileotto, portrait medal of, 1:07, fvote ' 



Galioffi, Niccol5, his tomb at Aquila, 46, noU^ 

Gandolia, or Candolia, marble quarries of, 
given to the duomo of Milan, 115, 116 

Gbrgmno, Monte, shrine of St Michael on, 12. 
In the time of the Romans, 12, naU, Bronze 
gates at, 32. Inscription on them, 32, note ' 

Garviis, Paolo de, his altar in the duomo at 
Atri,151 

Gates, broDxe, 81, 83. Of San Celso, 158 

Genii, bas-reliefii of, at Padua, 224 

Genoa, dborinm of Giaoomo and Guglielmo 
della Porta in the duomo at, 152. Work of 
Giovanni Castello in the cathedral of, 161. 
Work of Marcus Venetus in San Matteo at, 
171. Early sculptures in the duomo at, 263. 
The old cathedral of San Siro at, 268, ncU\ 
Character of the tombs and bas-relieft in 
the duomo, 264. And other churches, 
265. Causes of the poverty of sculpture at 
Genoa, 265 

Genseric, his destruction of works of art at 
Rome, 73 

George, St, bas-relief of^ on the pulpit at 
Moscufo, 80. Bas-reliefs from an history 
of, 49. At Ferrara, 144. Brtmze statue of, 
by Roccatagliata, 209, nGte\ Bas-relief o^ 
at Bresda, 236. At Carpi, 230 

Gerardus, Bishop of Troja, his completion of 
the duomo at Troja, 16 

Gerardus de* Castagnianega, his work on the 
Porta Romana, at Milan, 104, note* 

Geremia of Cremona, named as the sculptor of 
the sarcophagus of SS. Pietro and Maicel- 
linus in the duomo, 162 

Ghiriandaja, the, at Modena, Enrico n. da 
Campione*s work at, 106 

Ghisolfi, Ambrogio, his work on the duomo at 
Milan, l^ynoU* 

Ghis51fi, Giovanni Pietro, his ducal arms on 
the castle of Milan, 142, note^ 

Giacco or Giachino, Giovanni, period in which 
he flourished, 209, noU^ 

Giacomo di Notar Nanni, his shrine of San 
Bernardino and Aquila, 47. Figure of^ 48 

Giacomo degli Spagnuoli, San, tomb of the 
viceroy Don Pedro in the church of, at 
Naples, 67 

Giacomo, Gio. Ant di, Reggian sculptor, 249, 
note^ 

Gian Galeazzo Visconti, Duke of Milan, his 
treachery to his uncle Bemabo, 110. Be- 
comes hereditary Duke, 115. Founds the 
duomos of Milan and of the Certosa, 115. 
His two wives, 115, note*. His power, and 
death, 119 

Giobbe, San, church of, at Venice, 195. Baa- 
relief of the saint in the church, 195 

Gioconda of Verona, Fra, his fortifications of 
the dty, 197 



INDEX. 



805 



OTO 
Giorgio, Francesco, competes for the cupola of 

the duomo of Milan, 135. His honourable 

dismissal, 135, note^ 
Giotto, his works at Naples and Milan, 57. 

The Incoronata frescoes, 58, no'e^ Invited 

to Milan by Aizo Viaconti, 109. His frescoes 

there, 100, 110. And at Padua, 220 
Giovanni in Venere, San, church of, near 

Laneiano, 18. Byzantine work in the, 18 
Giovanni Capistrano, San, figure of, at Aquila, 

48 
Giovanni a Fonte, San, bas-reliefs in the 

chapel of, at Naples, 49 
Giovanni a Carbonara, San, church of, at 

Naples, 60 
Giovanni a Pappacoda, San, fa^de of the 

church of, 02 
Giovanni Maggiore, San, baptism of our Lord 

in the church, at Naples, 68. Beheading of 

St John at, 71 
Giovanni, his work in Santa Maria di CaslcUo, 

79 
Giovanni, his woric at San Lorenxo extra 

Muros at Rome, 79 
Giovanni, his work in San Pietro d' Alba, 64 
Giovanni da Campione, his work in the church 

of Sanf Agostino at fieigamo, 107 
Giovanni Visconti, his rule of Milan, 110 
Giovanni da Milano, 118. Influence of Giotto 

upon his works, 118. His portal sculptures 

in the duomo at Milan, 118 
Giovanni-Maria Visconti, Duke of Milan, his 

reign and death, 120 
Giovanni degli Accurri, period in which he 

flourished, 239 
Giovanni, Ferrarese sculptor, put to death, 24-3 
Giovanni da Tosignano, Bishop of Ferrara, 

bronze medal of, 245, noU ^ 
Giovanni, Reggian sculptor, 249, note^ 
Giovanni, Maestro, his terra-cotta work at 

Parma, 262 
Giovano, Veronese sculptor, 213 
Gioventus, Veronese sculptor, 213 
Ginddi, Bolognese poet, statue of, at Carrara, 

248 
Girolamo da Norda, figure of, at Aquila, 41 
Girolamo, Scuola di San, at Venice, architect 

of the, 211 
Girolamo da Vicenza, his tomb of Pope Celes- 

tine V. at Aquila, 219 
Giuliano, a Florentine, his work in the Cappella 

del Santo at Padua, 230 
Oiulio, Regg'San sculptor, 249, note* 
Giusta, Santa, in Aquila, portal of, 45 
Giustina, Santa, statuette of, in Sant* Antonio 

at Padua, 208. Over the door of the arsenal 

at Venice, 218. Silver bust of, at Padua, 249 
Giustiniani chapel, at Venice, sculptures in 

the, 201 
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Giustiniani, Orsato, 208, note\ His monu- 
ment at Santa Eufemia, 208 
Gmunden, Heinrich Adler von, claims of, as 

the first architect of the duomo of Milan, 

116 
God the Father, bas-relief of, 67. In San 

Gregorio at Rome, 91. In San Martino at 

Friuli, 98. Bronze half-figure of, in the 

duomo of Milan, 122. Bas-relief of, at 

Milan, 145. In the Fran at Venice, 202. 

Statue of, in the Ducal Palace at Venice, 

207, n^\ Bronze gi-oup of, at Venice, 

21^. Bas-relief of, in the Mu«*eo Patrio at 

Mantua, 232. At Reggio, 250 
Godefroy de Bouillon and the Emperor Alexis, 

34. At the battle of Doryclea, 25 
Goes, Hugo Van der, his style, 123. His altar- 

pieee for the hospital of Sta^ Maria Nuova 

at Florence, 123, note ^ 
Gonsalvi, Cardinal Rodrigo, 82, note '. Tomb 

o^ at Rome, 82 
Gonzaga family, emblems and crest of the, 

233 
Gonzaga, Federigo, profile head of^ at Mantua, 

233 
Gonzaga, Don Ferrante, bronie statue of, at 

Guastalla, 155 
Gonzaga, Francesco, terra-cotta busts of, at 

Mantua, 233 
Gonzaga, Guido, imperial vicar, bas-relief of, 

at Mantua, 231 
Gonzaga di Aloisio, Guido, his bcU at Sant* 

Andrea at Mantua, 234 
Gonzaga, Lodovico, Marquis, profile head of, 

at Mantua, 533 
Gonzaga, Luigi, elected captain of the people 

of Mantua, 231, note'^ 
Gonzati, Giacomo, Filippo, and Damiano de\ 

their bronze work at Parma, 262 
Gothic architecture : the Gothic type of tomb 

common nt Venice, 180, 182, et eeq, 
Goths, their destruction of works of art at 

Rome, 73. Thfir invasion of Italy, 94 
Graces, bas-reliefe of the, at Milan, 149. Sta- 
tues of the, by GugL della Porta, 152 
Ghradenigo, Bartolomeo, Doge of Venice, tomb 

of, 181, 182. Receives the ring of St Mark, 

182, note > 
Grandi, Viuoenzo dc^, his worics at Padua, 

230 
Grato, Ludovico, tomb of, in Ara Coeli, 92 
Gratz, Johann von, appointed to build the 

cupola of the duomo of Milan, 135. His 

incapacity, 135 
Grave chapel to Bohemund at Canosa, 23, 27 
Gregorio, San, at Rome, marble dossale at, 91 
Gregory the Great, Pope, his picture of Rome 

in bis time, 73. His tomb in St. Peter's, 

76 
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Gregory V., Pope, bii tomb| 75 

Gregory XL, Pope, tomb of, at Rome, 02. 
Bat-relief of bis return from ATignon, 02 

Gregory, S., rta t u e of, in 8. Gregorio, at Borne, 
91. Legend of bi« Mving tbe tool of tbe 
Emperor Trajan by prayer, 178, moU^ 

Griffins, bas-reliefs of, 100 

Grimani Palace, at Venice, style of the, 190, 

Grimoaldus, Abbot, bis restoration of the 

church of San Clemente a Casauria, 20 
Grimoaldus, King, hb church of San Micbele 

at Pavia, 101 
Gritti, Andrea, Doge of Venice, portrait medal 

of, 207, M^* 
Grotto, St Michaers, 12 
Guaidia, Niccold della, his works, 90, 91 
Guarino, the poet, his verses in praise of Pyt- 

goteles, 208 
Guamieri da Capravia, Sibilius, period in which 

he flourished, 239. His tomb of Manfredo 

Pio,239 
Guastalla, bronse statue of Don Ferrante GKm- 

sagaat, 155 
Guglielmo 11., Bishop of Troja, his chureh, 3.3. 

Bronze incised figure of, 33. Completes 

the duomo at Troja, 16. Notice of him, 

16, note*. Heads a procession of the clergy 

to meet Roger II., 16, twte^ 
Guglielmus or Wiligelmus, takes part in the 

sculptures at San Zeno at Verona, 213. His ' 

work on the duomo at Modena, 213 
Guiamar IIL, Duke of Salerno, saved by Nor- 
mans from the Saracens, 3 
Guido, his work in Santa Maria di Castello, 

79 
Guido, Giovanni di, his pulpit in Santa Maria 

di Castello at Cometo, 84 
Guido da Lozza, Count, tomb of^ at Padua, 

221 
GuiUaume le Normand, his rhymed version of 

the ' Physiologus,' 9, n^\ 10 
Guiscard, Robert, 23. His castle at ' le Haut 

Monte,' 37. His tomb at Venoea, 44 His 

attacks on Rome, 74 



HATRED, bas-relief of, on a candelabrum at 
Sant' Antonio at Padua, 227 
Helena, St, statue of, on the duomo at Milan, 

140, note *. Bas-relief of the history of, at 

Venice, 229 
Helpis, wife of Boetius, her tomb, 77 
Henry II., Emperor of Germany, his mareh 

into Italy, 4. Takes Troja, but returns to 

Germany, 4. His vision in the grotto of St. 

Michael, 13, note 
Henry IV., Emperor of Germany, his attacks 

on Rome, 74 
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Henry VH., of Luxemburg, Emperor of Ger- 
many, confirms the power of the Viaoonti at 
Milan, 107 

Heraclius, Emperor, statue of, at Barletta, 43, 
48. Stories of its arrival in Italy, 43 

Hereule9, statuette of, on the sarcophagus of 
Bartolomeo Coleoni, 13a Baa-relief of the 
labours of, at Venice, 198. Group of^ with 
the Hydra, at Bologna, 247 

Heretics first burned at Milan, 105 

Heribert, or Aribert, Archlushop of Milan, his 
wealth and power, 103. His invention of 
the Caroccio, 103. Bas-relief of; 103, noU * 

Hippolytus, St, hia statue in the Latomn Mu- 
seum, 75 

History, bas-relief of, on a candelabnun at 
Sent' Antonio at Padua, 226. On Riccio*8 
candelabrum at Padua, 228 

Hohenstauffen, art under the Hooae of, 37 

Honorius, the Emperor, his tomb in 8t Peter^a, 
77 

Honorius IV., Pope, his tomb, 77 

Hope, figure of, 57. Statue of, 61. In the 
cathedral of Genoa, 161. Bas-relief in the 
baptistry at Parma, 200 

Hordes, tbe bronze, at St Markka, Venice, 166 

Hubert, St, bas-relief in wood of, 06, noU^ 

Hugo da Campanicme, his work at Bergamo, 
106 

Humberto di Montorio, Arehbishop, hia monu- 
ment to Pope Innocent IV., 53 

Humility, bas-relief o^ in the baptistry at 
Psrma, 260 

Humphrey, Count, his tomb at Venoea, 44 

Hungarians, the, at Pavia, 101 



< TDEA, Delia,' bas-relief of the, the procea- 
•1- sion so-called, 102 
Ilario, S., head of, at Parma, 966 
niario, Piero Giacomo, a Mantuan sculptor, 

234 
Incoronata frescoes, not painted by GHotto, 58, 

Incredulity, bas-relief of, 70 

Innocence, small figure of a dove as, at Reggio, 
250 

Innocent IV., Pope, monument of, 52. His 
efligy, 53 

Innocents, massacre of the, bas-relief of the, 
in the duomo at Milan, 118. On the sarco- 
phagus of Giovanni Borromeo, 133. At 
Genoa, 264 

Intaglios of Properzia de* Rossi, 240 

Intarsia work of Antonio and Paolo Mola at 
Venice and Mantua, 234. Of Biandiini, 
^Either and son, at Parma, 262 

lolanthe, wife of the Emperor Frederick H., 
her tomb, 44 
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lolmthe of Angon, %uie of, on Queen MarU's 
tomb, 54. And on her husband Robertas 
tomb, 57 

Irene, St, statue of, at Friuli, 99 

Isaac, bas-relief of the sacrifice of, at Padua, 
224 

Isabella, wife of the Emperor Frederick II., 
her tomb, 44 

Isabella, daughter of Charles VI. of France, 
married to Duke Gian Galeaczo Visconti, 
115, note* 

Isaia da Pisa, his bas-reliefs on the triumphal 
arch of Alfonso of Naples, 65 

Isaiah, statuette o^ in the duomo of Salerno, 
50 

Isidore, Sant*, monument to^ in St Mark's at 
Venice, 182 

Isola Bella, monuments of the Borromei on 
the, 133. Tomb by Bambaja at, 150 

Italy, condition of Southern, in the eleventh 
century, 2. Visits of the Normans, and 
incursions of the Saracens, 3. Bevolt of 
Melo, 3. Descent of the Emperor, 4. Estab- 
lishment of the Normans in Apulia, 4. Con- 
dition of, under the Lombards, 97 



JACOPO DA CAMPIONE, his works at 
Modena, 106 

Jacopo da Carrara, made Ix>rd of Padua, 221 

Jacopo of Pistoja, his work at Parma, 261 

Jacopo di San Severino, statue of, 268 

James, St, statuette of, at Parma, 185. In 
the GKustiniani chapel at Venice, 201 

Januarius, St, bas-reUefis firom the history of, 
49. Statuette of; at Carpi, 239 

Jeremiah, statuette of, in the duomo of Salerno, 
50 

Jerome, St, bas-relief of, 66, noie^. Mosaic 
of; 82. Statuette o^ in the church of 
St Sebastian, 161. At Venice, 198. In 
the Gtiustiniani chapel at Venice, 201. 
Statue of, at the Frari at Venice, 211. 
Figure of, in San Francesco at Modena, 255. 
Statue of, at Venice, 268 

Jesse, Stem of, bas-relief of the, at Genoa, 
264 

Jews, how treated in Rome by Pope Pbul FV., 
158, note* 

Joanna L, Queen of Naples, 56. Her monu- 
ment to her grandfather. King Robert, 56. 
Her character, 56. Tomb of her lover, 
Caraodolo, 61. Probable bust o^ 51 

Joannes di Venetia, his work in Sta. Cosmedin 
at Rome, 171 

John, St, the Evangelist, meaning of the 
animal symbol of, 10, note^. Bas-relief of, 
in the duomo at Salerno, 50. And at San 
Lorenso at Naples, 59. Statuette of, at 
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San Domenico at Naples, 68. Statue o^ in 
San Gregorio at Rome, 91. On the duomo 
at Milan, 140, noU\ Bronse figure of, at 
Milan, 150. Statue of Tomaso della Porta, 
154. At Rome, 159. At St Mark's at 
Venice, 188. Figure of; in the Academy at 
Parma, 256. 

John, St, the Baptist, bas-relief o^ at St 
Andrea at Barletta, 35. In Santa Chiara 
at Naples, 58. At San Giovanni Maggiore 
at Naples, 71. In the duomo at Milan, 118. 
At the Certosa at Parma, 127. In the 
baptistry at Parma, 259, 260. At Carpi, 
239 

— y statue of, in St Andrea in Barletta, 42. 
In St Mark's at Venice, 197. In terra-cotta 
in the duomo at Ferrara, 245. In San 
Pietro at Modena, 255. In the Chiesa 
Votiva at Modena, 255 

— y statuette of, at Aquila, 48. At San Celso 
at Mantua, 122, fM)«e\ At Venice, 198. By 
Tommaso Lombardo, 160. At San Stefano 
at Venice, 207. At Bologna, 242. In San 
Francesco at Modena, 255. In the Academy 
at Parma, 256. 

~, head of, at Parma, 266 

John, St, the Bishop, statue of, at Ortona, 
29 

John XXTT., Pope, his quarrel vrith the Vis* 
conti, 107, 108 

Jonah, history of, in the church of Santa 
Maria in Lago, at Moscufo, 30. Bas-relief 
o^ at Padua, 224 

Joseph, St, bas-relief of, at St Leonardo, 
near Foggia, 39. Bas-reliefe from the his- 
toiy of, 49. Coloured figure of, in San 
Giovanni DecoUato at Modena, 252. Bas- 
relief of, in San Teodoro at Genoa, 265 

Joseph of Arimathea, terra-cotta figure of, at 
FeiTara,245 

Joseph of Arimathea, figure of, in San Fran- 
cesco at Modena, 255. And at Sant* Agos- 
tino at Modena, 255 

Joseph, bas-relief of the patriarch, at Padua, 
224 

Joseph and Potiphar's wife, bas-relief of, at 
Bologna, 241 

Jovian, the Emperor, hb diadem, 43, note ^ 

Judas, bas-reli^ of, in the Certosa at Pavia, 
266 

Judgment, Last, bas-relief of the, in the Gius- 
tiniani chapel at Venice, 201 

Judith, statue of, on the duomo at Bfilan, 140, 
noU\ Bas-relief of the story of, at Sant' 
Antonio at Padua, 226 

Julia, Santa, bas-relief of the martyrdom of, 
100. Worship of, 100 
, Julian, the Emperor, his diadem, 42, fwU ^ 

Julius U., Pope, his war vrith France, 140, 

11 2 
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His defeat at RAveona; 147. Statue of, at 
Bologna, 246 

Jupiter, bftB-relief of, on a candelabrum at 
Sant' Antonio at Padua, 227 

Justice, winged statue of, 54. Figure of, 67. 
SUtues of, 61, 62. Emblem typical of, 61. 
Statuette of, at Milan, 111. Figure of, at 
Cremona, 102. The sculptured column of, 
in the Ducal Palace at Venice, 177. Statu- 
ette of, at Venice, 181. Bas-relief of, on 
Riccio's candelabrum at Padua, 227. In 
the baptistry at Parma, 260 



LABOURERS in the Vineyard, bas-relief 
of the parable of the, at Parma, 259 
Ladislaus, King, tomb of, 60. Notice of him, 

60, nole\ Statue of, 61 
Lalatta, Giovanni, sepulchral slabs of, and his 

wife, at Panna, 262 
Lalle Count, of Aquila, his tomb, 46 
Lamb, Paschal, bavrelief of the, on Riccio*s 

candelabrum at Padua, 227 
Lamberti, Niccold di Piero di, his works at 

Milan, 119 
Lamberti, Ventura dei, period in which he 

flourished, 238 
Land, Quiscarda de*, tomb of, at Bergamo, 

107 
I>Anfranco, San, tomb of, near Payia, 128. 

Notice of him, 128 
Lnnfrani, Jacopo, his Tuscan education, 179. 

His works at Venice and at Bologna, 179, 

180 
Lascari, Gio. Ettore Maria, 208, nofe* 
Lateran, monumental relics at the, 77. Fires 

in the, 77 
L lurcutius, Bishop of Sipontum, and the cave 

of Mens Garganus, 13 
l^valongo, Federigo, tomb of, at Padua, 222. 

Notice of, 222, note^ 
Lazarus, bas-relief of the raising of, at the 

Cert4»8a, 184 
Lebretti, Cardinal Ludovico, his tomb at Ara 

Coeli,92 
].«ecaro, Daniele, his work, at Genoa, 265 
Lecco, Angelina da, his Nativity at the Cer- 

tosa, 127 fHote^ 
Lecco, Antonio da, his terra-cotta figures at 

the Certoea, 127, note » 
Legname, Cristoforo del, his works, 200, note* 
Legnano, memorial of the, 103. Bas-reliefs 

of the, 104 
Leo the Great, Pope, his tomb in St Peter's, 

76 
Leo TIL, Pope, his churches, 74 
Iieo X., Pope, statue of, at Rome, 242 
Leonard, St., bas-relief of, near the entrance 

to the Academia, Venice, 172. Church and 
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monastery of, near Foggia, 38. Sculptures 
at, 39 

Leonas, Abbot, rebuilds the chnrch of San 
Clemente a Casauria, 20. His representa- 
tion on the doors of the church, 20, «(rfe* 

Leopardi, Alessandro, 204. His residence at, 
and banishment from, Venice, 204. Hia 
part in the statue of Bartolomeo Coleoni, 
204. His bronze standard bases on the 
Piazza of St. Mark's, 206. His candelabra 
in the Academy, 206. His architectural 
works, 206. Date of his death, 206 

Leuti, Pellegrino de*, Luini's treatment o^ 
154, note* 

Levite, bas-relief of a, in the baptistry at 
Parma, 200 

Life, human, bas-relief, in the baptistry at 
Parma, representing, 259, note ^ 

Lion, the, as a Christian symbol, 10. Notion 
of hb e£bcing his footsteps, 10, note* 

lion of St. Mark at Moscufo, 30. At Bittmto^ 
3d 

Lion, stone, by VassaDeto at Rome, 83. 
Winged, of Pietro Lombardo, at Ravenna, 
194. Lions suj^rting the columns of the 
cathedral at Parma, 261 

Lionardo, his works at Rome, 158 

Lioni, Leone, hia birthplace, 154. His style 
and character, 154. His style and character, 
154 His residence at Bmssela, 154 And 
in Spain, 155. His works, 155. Returns 
to Milan, 155. His works in Italy, 155. 
Director of the mint at Milan, 154^ 

Lioni, Pompeo, 156. His resid^oce and works 
in Spain, 156. Character of his work, 156y 
157 

lincci, Mondino de*, tomb of, at Bologna, 261. 
Bas-relief of him and his scholars, 262 

Locate or Donati, Gio. Ambrogio de,* his work 
in the duomo of Milan, 142, twte* 

Loches, captivity of LodoTico il Moro in the 
castle of, 139 

Lodovico Sforza, il Moro, Duke of Ifilan, 
opposes the appointment of Johann Ton 
Gratz, 135. Tomb to the memory of his 
wife, 138. His escape from Milan, and 
captivity, 139. His death, 139. His patron- 
age of art and letters, 140. Three letters 
from Caradosso to, 272-274 

Lomazzo, Alyisio, his work on the duomo of 
Milan, 142, Mofo* 

Lombard style of architecture, 95 

Lombardi, notice of the, 192. Anonymous 
marbles attributed to them, 200. The two 
families of Lombardi and Ferrara, 200, 
note* 

Lombardi, Santi, sculptures in the Giusti- 
niani chapel, at Venice, attributed to, 201 

Lombardo, Antonio, 102 His quarrel witU 
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Leopardi, 197, noieK His works, 196, 200. 

Character of his style, 200. His residence 

at Farrara, 200. His death, and descendants, 

200, nofo' 
Lombardo, GHulio, 192 
Lombardo, Martino, 192 
Lombardo, Pietro, notice of him, 192, 193. 

His church of Santa Maria de* Sifiracoli, 

193, 194. His tomb of Dante, 193. His 
8. Apollinare and a winged lion at Rayenna, 

194. Varions work attributed to him, 195. 
His claims to be the pioneer of the Renais- 
sance style in Venice, 190. Appointed chief 
architect at Venice, 196. His works at 
Treyiso, 196, 197. His duomo at Cividale, 
in Friuli, 197. His part in the tomb of 
Pietro Mocenigo, 198. His statuettes, 198 

Lombardo, Tommaso, his works at Venice, 
160 

Lombardo, TuUio, his works, 90, note*, 192. 
His style, 198. His work at Padua, Venice, 
and Ferrara, 198, 199. His burial-place, 
2O0ynote^ 

Lombardy, condition of art under the Goths 
of, 94. Rule of the Lombards, 96. And 
condition of Italy at this period, 97. In- 
fluence of Queen Theodolinda, 97 

Longhi, Giacomo Sdlla, his bas-reliefe in the 
Abbey church of Nonantola, 159 

Longinus, statue of, on the duomo at Milan, 
140, note^ 

Loredano, Paolo, tomb of, at Venice, 182. 
His services to the Republic, 182 

Loredano, Lionardo, Doge of Venice, bas-relief 
of, 201. His cultivation of the worship of 
the Virgin, 201, note ^ Profile Bead of, on 
one of the standard bases on the Piazza of 
St Mark's at Venice, 206. Campagna*s 
statue and tomb of, at Venice, 217. Tomb 
0^267 

Lorenzo d' Ascoli, his crucifix in the church 
of Monte Oassiano, 41 

Lorenzo, San, at Naples, tomb of Duchess 
Catharine of Austria at, 59 

Lorenzo, San, bas-relief of the martyrdom of, 
in the duomo at Genoa, 264 

LoretOi works of Varignana di Bologna at, 
242 

Louis IL, Emperor of Germany, conveys the 
relics of St. Clement to, and founds the 
church of San Clemente a Casauria, 19, 20. 
IBs representation on the doors of the 
church, 20, note *. And on the architrave, 
21 

Louis XIL, King of France, takes Milan, 139. 
Statue of, by Ludovico Demugiano, 139, 
note* 

Louis, St, of Toulouse, his figure, on his 
mother's tomb, 54. Statuette of, 59 
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Lucera, palace of the Emperor Frederick H. 
at, 39. Duomo of Charles IL at, 40. 
Establishment of the Saracens at, 40, note \ 
Disappearance of the sarcophagus of Charles 
U. from, 44 

Luchino Visoonti, his rule of Milan, 110 

Lucia, Sta., statue of, on the duomo at Milan, 
140, note\ Bas-relief o^ in Como cathe- 
dral, 160 

Luciano da Lausana, architect of the Ducal 
Palace at Urbmo, 142, note* 

Ludovico of Aquila, his tomb, 46 

Ludovico Sforza, Duke of Milan, presides at 
the competition for the cupola of the duomo 
of Milan, 135 

Lugano, artists from, in the fifteenth century, 
161 

Lugano, Galeazzo de, his work at Padua, 161 

Lugano, Stefano de, his work on the duomo at 
Milan, 161 

Luigi, Cardinal, tomb of, at Bergamo, 106 

Luke, St, meaning of the animal symbol o^ 
10, note ^ The ox of, at Bitonto, 36 

Lupi, Bonifasio di, Marchese di Soragna, cha- 
pel at Padua built for, 185. Notice of him, 
185, note K Statuettes of him and his wife, 
185. His tomb, 185. His works at Flo- 
xence, 185, note * 

Lupi, Ugolotti, tomb o^ at Saragna, 261 

Lysippus^ his medal portraits, 234 



MADONNA. &tf Mary, the Virgin 
Madonna and Child at San Bernardino 
at Aquila, 41. Bas-reliefe of the, at Santa 
Maria, at Toscanella, 86. At Santa Maria di 
Beltrade, at Milan, 102. At Mikn, 114. 
At San Gregorio at Rome, 91. In the Cer- 
tosa at Pavia, 124^ 125, 127. At Ferrara, 
144. Group of, with St John, in the 
church of St Sebastian, 160. Bas-reliefs of, 
in the Carmine Church, Venice, 172. And 
near the entrance to the Academia, 172. 
Statuettes of, common on Venetian tombs, 
180, 182. In San Felice, 185. Group of 
the, in wood, at Pavia, 186. At Sta. Maria 
deU' Orto, 186. Statue of, in St Mark's, 
Venice, 197. Bas-reliefs of the, on the 
Ducal Palace at Venice, 200, 201. Alto- 
relief of the, in the duomo at Verona, 215. 
Group of, at San Giorgio Bfagg^ore at 
Venice, 218. Bas-reliefs of, in bronze, at 
Padua, 224. In Sant' Antonio at Padua, 
221,222. Bas-relief of; at Sant' Antonio at 
Mantua, 231. At Breeda, 236. At Carpi, 
239. Statue of, in the Chiesa Votiva at 
Modena, 255. Figure of, in the Academy 
at Parma, 256. Group of the, on the Cam- 
panile at Borgo San Donnino^ 261. Bas- 
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reliefs of the, at Genoa, 264. And on the 
Trivulzi candelabrum, at Milan, 272 

Madonna della Miaericordia on the Ponte del 
Paradise, at Venice, 172. And at Sta. 
Maria dell' Orto, Venice, 172. Statuette of, 
in the Abazia, Venice, 180 

MafTeo, Reggian sculptor, 249, note * 

Maffiolo or del MassioU, Alberto, his bas- 
relief over the Lavatqjo dei Monad, 126, 
127. His work at the Certosa at Pavia, 

I 2G6. Appointed capo maestro at Cremona 
cathedral, 206. Kesides at Parma, Wi^ 

Maggi, Bernardo, tomb of, at Brescia, 107, 
note^ 

Magi, Adoration of the, at St Leonardo, 39. 
Bas-relief of the, in San Martino, at Friuli, 
98. In the Certosa, 124. On Riccio's 
candelabrum at Padua, 227. At Bologna, 
248 

Maglione, period in which he flourished, 52, 

Majano, Benedetto da, his work in the church 

of Monte Oliveto, 63 
Majano, Giulio da, his portal of Santa Barbara, 

at Naplf^s, 63 
Majo, Francesco, his work in the duomo of 

Cremona, 162 
Majorca, Ferdinando, his tomb in San Se- 

verino, 71 
Malegazzi monument at Reggio, 249 
Malojo, Gio. Battista, named as the sculptor 

of the sarcophagus of SS. Pietro and Mar- 

cellino, at Cremona, 162 
Malta, Knights of, ^, note ^ Church of, at 

Rome, 89 
Malvito, Tommaso, his statue of Cardinal 

Oliviero Carafia at Naples, 162 
Manno, his colossal statue of Pope Boniface 

VIII. at Bologna, 238. Paintings attri- 
buted to him, 238, t%oU^ 
Mantegazza, the, similarity between the reliefs 

of, and the school of Van Eyck, 123. Their 

work in the Certosa, 125, 126. Their 

merits and defects, 126 
Mantegaiza, Antonio, notice of, 125. His 

work at the Certosa, 125, 126. His death, 

127 
Mantegazza, Antonio (son of the preceding), 

at work at the Certosa, 127 
Mantegazza, Cristoforo, notice of, 125. His 

work at the Certosa, 125. His death, 126 
Mantegna, Andrea, his residence at Mantua, 

232. His birthplace and burial-place, 232. 
Bust of him at Mantua, 232. His will, 233, 
note ^ Another bust of him at Sant* Andrea, 

233, Moto* 

Mantova, Alfonso di, his bronze statue of 
Pietro Pomponazzo at Mantua, 234. Notice 
of, 234, wote ^ 
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Mantoya, Bernardino di, his work in the Dudd 
Palace at Venice, 192, note^ 

Mantova, Domenico di, his work in the Ducal 
Palace at Venice, 192, note ' 

Mantua, work of Jacopino da Tradate in San 
Celso at, 122, noU *. Giovan Battista^s cru- 
cifix in the duomo at, 218. Virgil elected 
Prince of Mantua, 231. Statue and alto- 
relief of the poet at, 231. Anonymous 
sculptures at, 231. Bust of Mantegna at, 

232. Bas-relief in the Museo Patrio at, 

233. Various works of the fifteenth and 
sixteenth centuries at, 233-235 

Mapolinis, Gio. Ant de,' his work on the 

duomo of Milan, 142, note^ 
Marcantonio, bust of, at the Academy at 

Venice, 212 
Marcellino, S., patron saint of Cremona, his 

tomb, 132 
Marcello, Jaoopo, 202, note \ Tomb of; 202 
Marchi, Pantaleone de', his work at the Certoaa 

at Ravia and at the duomo of Milan, 141, 

note* 
Marco, San, in Aquila, portal of, 45 
Marco da Campione, the first architect of the 

duomo of Milan, 116 
Marcus Aurelius, the Sormanni*s work on the 

base of the statue of, at Rome, 265 
Marcus Romanus, his statue of St. Simeon the 

Prophet, 87 
Marcus Venetus, his work in San Matteo at 

Genoa, 171 
Mareecotti, Galeazzo, medal of, 242, note ' 
Marescotti, Antonio, his medallion work, 245. 

His best medals, 245, note * 
Margaret of Bavaria, profile head o^ at Man- 
tua, 233 
Margaret, St, Bas-relief of, at Carpi, 239 
Maria, Santa, in Lago, at Moscufo, pulpit in 

the church of, 29 
Maria, Santa, church of, at Toscanella, 85. 

Sculptures in the, 86 
Maria Antica, Santa, at Milan, tomb of Cane 

deUa ScaU in, 112 
Maria d* Arbona, Santa, marble work in tha 

church, 36. Endowment and occupation o^ 

36, iio<0* 
Maria di Beltrade, Santa, at Milan, bas-relief 

of the eighth century at, 101 
Maria di Castello, at Cometo, Santa. Work 

of Nicolaiis and Rainerius on the fa^e of, 

84 
Maria di Colemaggio, Santa, in Aquila, portal 

of, 45 
Maria in Coonedin, Sta., at Rome. Works of 

Venetian sculptors in, 171 
Maria Domna Regina, Sta., foundation and en- 
dowment of, 54 
Mariu dclla Grazic, Santa, Madonna and Child 
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in the church of, at Naples, 68. Bas-relief 
of Incredulity in, 70 

Maria della Grazie, Sta., at Pavia, tomb of 
Beatrice d* Este at, 188 

Maria Maggiore, Santa, work of Frandscua 
Perrini on the portal of, 41 

Maria Maggiore, Santa, tombflin, at Rome, 82. 
Tombs of Clement V. and Paul V. at, 150 

Maria Maggiore, Santa, at Bergamo, pulpit at, 
106. Tomb of Cardinal Luigi at, 107 

Maria sopra Minerva, Santa, tombs in, at Rome, 
82 

Maria de' Miracoli, Santa, church of, at Venice, 
194, and note * 

Maria Paganica, Santa, in Aquila, portal of, 45 

Maria in Trastevere, Santa, monuments of Car- 
dinals Ste&neechi and Philipp d'Alen^on in, 
80. Monumental works of Gian Cristoforo 
Romano in, 00 

Maria della Yalle, Santa, portal statues of the 
church of, 00 

Maria, Queen, widow of Charles II. of Anjou, 
monument of, at Sta. Maria Domna Regina, 
at Naples, 54 

Maria of Austria, Duchess of Calabria, figure 
of, on the tomb of King Robert, 57 

Maria, Duchess of Durazzo, figure of, in Santa 
Chiara, 58 

Maria, niece of the Emperor Honorius, her 
tomb, 77 

Martini, Bartolomeo, monument of, at Parma, 
151 

Martino, pupil of Luini, his master's treatment 
of him, 154, noie^ 

Mark, St, meaning of the animal symbol of, 
10, note*. The lion of, at Moscnfo, 30. 
And Bitonto, 3a Statue of, at St Mark's, 
Venice, 188. Reooverj of the body of, 160, 
172. The ring of, brought to the Doge 
Bartolomeo Gradenigo, 172, 182, noteK 
Statuette of, at Venice, 184. Bas-relief of, 
at the Scuola di San Marco, Venice, 100. 
Statuette of, in the Redentore at Venice, 
218 

Mark's, St., at Venice, harmony of its details 
despite its incongruous elements, 105. An- 
cient cathedra in, 168. Rebuilt by Byzan- 
tine artists, 168. Tombs in, 168, 160. The 
colunms in the piazetta, 170 

Mara, statuette of, on the sarcophagus of Bar- 
tolomeo Coleoni, 130 

Marftyas, bas-relief of, 60, 70 

Marta, Santa, church of, at Naples, 60 

Bfartin V., Pope, his yiait to Milan, 121. His 
statue in the duomo there, 121. Inscription 
on it, 120 

Martinengo, tomb of, at Brescia, 236 

Martfaio, Giovanni, da Fiesde, his works at 
Venice^ 176, note ' 
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Martino, Maestro, bis statue of the Doge Fran- 
cesco Dandalo, at Venice, 182, note ^ 

Martino, Pietrp di, his triumphal arch atCastel- 
nuovo, 64, 141, note ' 

Martyrium, the, at San Clemente, Rome, 70 

Mary Magdalen, St., statuette of, on the sar- 
cophagus of Medea Coleoni, at Basella, 120. 
Figure of, in San Francisco at Modena, 255. 
In a corridor at Modena, 255. Statue of, in 
Sta. Maria del Carmine, 255 

Mary, the Virgin, bas-relief of, in the duomo 
at Ruvo, 20. In the Ognissanti church at 
Trani, 20. At St Andrea in Barletta, a5. 
At the cathedral at Atri, 30. At the basilica 
of St Michael at Bitetto, 40. Of Frandscus 
Perrini, 41. Of Hetro Dini, at Amatrice, 
41. At the shrine of San Bernardino at 
Aquila, 47, 48. In Sta. Chiara at Naples, 
58. In San Lorenzo at Naples, 50, 63. At 
the duomo at Naples, 62. In the Chapel of 
San Severino at Naples, 67. At San Aniello 
at Naples, 68. In Monte Oliveto at Naples, 
68. In the duomo at Milan, 118. On the 
sarcophagus of Giovanni Borromeo, 133. In 
the Frari at Venice, 202. At Santo Stefiino 
at Venice, 203. In San Teodoro at Genoa, 
265. Of the meeting of Mary and Elizabeth 
at Friuli, 00. And at Genoa, 264. Of the 
Death of the, at Venice, 181, 183. Of the 
Coronation of the, at Bologna, 184. Of 
the Life of the, at Venice, 202 

— f statuette of, at Santa Maria Antica at 
Milan, 112. At San Celso at Mantua, 122, 
note \ On the sarcophagus of Medea Co- 
leoni at Basella, 120. In Como Cathedral, 
150. At Venice, 184, 207. In Begarelli's 
Descent from the Cross, at Modena, 255 

— f statue of, at Monte Oliveto at Naples, 60. 
At San Celso, 157. At St Mark's at Venice, 
188. At the Frari at Venice, 18a In 
bronze, on the Palazzo del Consiglio at Ve- 
rona, 217. Coloured figure of her in San 
Giovanni Decollate at Modena, 252 

— , altar-group of the, with angels and saints, 
at San Pietro at Modena, 255, note \ The 
Madonna di Constantinopoli, 242 

— f half-figure of, at Venice, 104 

— , intaglio head of, by Properzia de' Rosm, 
240. Head of, at Parma, 266 

— , mortorio of, at Bologna, 246 

Massegne, delle, Giovanni Bindo, detto, period 
in which he flourished, 230 

Massegne, Jacobello and Pietro Paolo delle, 
their Tuscan education, 170, 183. Their 
Gothic ancona in the church of San Fran- 
cesco at Bologna, 183. Their works at 
Venice, 184 Works attributed to them, 
184 

Ma<vaegne, Paolo delle, his originality and 
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ft*rtility of invention, 184, 185. His workn 
at Venice and eUewhere, 184, 185 
Massilio da Carrara^ Lord of Padua, 221, 

Mastino di Gioranni da Bergamo, hia work at 
Sunt* Antonio at Padua, 2^)0 

Mastino II., Signorio della Scala, hia rule, 113. 
Hia tomb at Verona, 1 13 

Maauccto I., architect and sculptor, account of 
him and hia works, 62 

Masuccio IL, his part in the church of San 
Lorenzo at Naples, 52, note *. Ills works, 
53. Obscuritj respecting him, 59 

Matteo I., Visconti, Imperial Vicar of Milan. 
See Visconti 

Matteo IL, Visconti, Duke of Milan. See 
Visconti 

Matteo II., Acquayiva, his imprisonment, 151. 
Altar at Atri erected by his wife, 151 

Matteo da Campione, his probable work at 
Pavia, 100. Hia equestrian statue of Ber- 
nabo Visconti, 111. Becomes architect of 
the duomos at Monza and Milan, 111. His 
facade at Monza, 1 12. His pulpit, 112 

Matthew, St, meaning of the animal symbol 
of, 10, note *. Angel symbolic of the Evan- 
gelist at Bitonto, 36. In the duomo of Sa- 
lerno, 50. Statuette of, 08. Mosaic of, 82. 
Emblem of, at Venice, 189 

Mazzoni, Guido, character of his works at 
Modena, 252. His mortorio in San Gio- 
vanni Decollato, 252. His subsequent his- 
tory, 252, note *. His mortorios at Naples 
and Venice, 252, 253. His honours, 253. 
His tomb of Charies VIU. at St Denis, 253. 
His return to Modena, 254. His wealth, 
254. His death, 254 

Medals, portrait, by Pisanello and his pupils, 
216 

Medici, Giovanni Angelo, his reign and burial- 
place, 156, note * 

Medici, Giovan Giacomo de*. Marquis of Mele- 
gnano, bronze monument to, in the duomo at 
Milan, 156 

Melchiore da Faenza, Maestro, his work on 
Corpus Domini at Bologna, 242 

Melfi seized by the Normans, 5 

Melo, his revolt against the Greek Catapan, 3. 
His defeat and death, 4 

Memo, Messer Donato, his votive offering in 
the duomo of Murano, 171 

Meneganti, Alessandro, period in which he 
flourished, 242 

Meneganti, Tiberio, period in which he 
flourished, 242 

Merliano, Giovanni, da Nola, his work on the 
arch at Castelnuovo, 65. Notice of him, 65. 
His master Aniello, 65. His works, 66, 07 

Michael, St., grotto of, 12. Statue of, at San 
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PietT) a Majella, at Naplea, 68. Statuette 
of, in tLe Giustiniani chapel at Venice, 901. 
Statue of; on the Docal Palace at Venice, 176, 
177. In the duomo at Mantna, 232. 

Michel-Angelo, statue of St Michael at^i- 
buted to, 13, note K His style copied by 
the Milanese artbts, 152. His opinion and 
influence on Citadella, 246. 

Michele, Fra, Carmelitano, period in whidi be 
flourished, 239 

Micheloiio, his part in the tomb of Cardinal 
Brancacci, 63. His work in the Palauo 
Vismara, at Milan, 124 

Michieli, Domenico, Doge of Venice, brings 
the colnmna of the piaietta of St Mark's 
from the Holy Land, 170 

Michieli, Vitale, Doge of Venice, aaroophagua 
of, at St Mark's, 168 

MUan, barbarity of the Goths in, 101. Ne- 
glected by the Lombards, 101. Eariy sculp- 
tures at, 101. Regenerated by Archbiahc^ 
Anspertns, 103. Indifference of the Arch- 
bishops to the arts in the city, 102. Inven- 
tion of their Caroocio, 103. Memorial and 
bas-reliefii commemorating the battle of 
Legnano, 103, 104. Monumenta at Milan 
in the fourteenth century, 105. Heretioa 
first burned at, 105. Heretical sects at, 
early in the thirteenth century, 105. Con- 
dition of, in the first half of the fourteenth 
century, 107. Foundation of the duomo 
of, 115. Date of its commencement, 116, 
note K The first architect, 116, and 116, 
note*. State of the Dukedom after the 
death of Gian Galeazzo, 120. Reigns of 
Giovanni-Maria and fllippo-Maria, 120. 
Overthrow of the Visconti, and formation of 
the republic, 120, note \ 121. The new 
school developed at Milan in the beginning 
of the fifteenth century, 122. Tuscan artists 
at, 123. Work of Brunelleschi, in the duomo, 
1 23, 1 24. Adornment of the Palazzo Vismara 
by Michelozzo, 124. Fresco of the Lord's 
Supper in the convent of Santa Maria della 
Grazie, 124. Competition for the cupola of 
the duomo, 135. The city taken by Louis 
XU. of France, 139. Condition of the arts in 
Milan under Lodovico il Moro, 140. Works 
of Solari in the duomo of, 140. A new 
model made for the cupola of the duomo, 
140. Various sculptors attached to the 
duomo, 141. Gold pax by Ambrojno Ca- 
radosso at, 145. Mortorio by the same 
master in San Satiro, 146. Statue of €his- 
ton de Foix at the Brera, 148. Works by 
Busti in the duomo, 149. Works of Marco 
d'Agrate in the duomo, 150, 151. The 
church of the Madonna di Sarv^nno near, 
154. Fresropfl of Luini in the, 154. Tomb 
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of Giovan Giacomo de' Medici in the duomo> 
156. Battista rAsconinb's statues on the 
exterior of the duomo, 157. Biffi's work 
on the pulpits of the duomo, 158. Statues 
of Daverio and Basgape, on the exterior of 
the duomo, 158. Analogies between the 
Milanese and Venetian sculptors, 182. 
Terra-cotta ancona of Anzolino da Brescia 
at, 235. The bronze candelabrum in the 
duomo at, 271 

MilanO) Ambrogio or Ambrogino da, his 
work at the Ducal Palace at Urbino, 142. 
His tomb of Lorenzo Roverella, 143 

Milano, Bernardino da, his work at Ferrara, 150 

Milano, Cristoforo, son of Ambrogio, 143, 
note ' 

Milano, Lucchino da, his facade of the duomo 
at Como, 159 

Milano, Maffeo da, his work at the duomo at 
Milan, 141, note * 

Minello, Antonio, his work at Sant' Antonio 
at Padua, 230 

Minello da Bardi, Giovanni, his works at 
Padua, 230 

Minio, Tiziano, di M® Guido, his bronze work 
at Padua, 230 

Minutolo, Cardinal Enrico, his church of San 
Giovanni a Pappacoda, 62. Figure of him, 
62. His tomb, 62. His burial-place, 62, 
note* 

Minutolo, Filippo, his burial-place, 62, note ' 

Mirobello, park of, 117, note ^ 

Mocenigo, Giovanni; Doge of Venice, tomb of, 
200 

Mocenigo, Pietro, Doge of Venice, tomb of, 
198. His military renown, 198 

Mocenigo, Tomaso, Doge of Venice, proposes 
the reconstruction of the Ducal Palace at 
Venice, 175. His tomb, 176, tiote * 

Mocking of Christ, bas-relief of the, at the 
Certosa, 134 

Modena, work of Wiligelmus at the duomo at, 
213. The colossal Lepidus and Hercules 
before the Ducal Palace at, 250. Sculptures 
on the fa9ade of the duomo at, 251. Works 
of Prospero Clementi Spagni, 25L Works 
in day of Guido Mazzoni, 252. And of 
Antonio, Begarelli, 255 

Moderation, winged statue of, 54 

Modesty, bas-relief of, in the baptistry at 
Parma, 260 

Mola, Antonio, his work at Venice and Mantua, 
234 

Mola, Paolo, his work at Mantua and Venice, 
234 

Molfetta, notice of the duomo at, 269 

Monreale, bronze gatea of the duomo at, 33 

Montelini, Franceschino di, leads a riot at 
Ferrara, 243 
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Monti, Ippolita de*, the tragical story of her 
three sons, 66, 67 

Montorsoli, his part in the tomb of Sannazaro, 
69. His works in San Matteo at Genoa, 2(35 

Monza, building of the duomo of, 97. Con- 
dition of, under the Lombards, 101. Fa9ade 
of the duomo at, 112 

Moranzone, Francesco, his cai'ved frame for a 
picture of Donato Veneziano, 186, note ' 

Moranzone, Gaspar, his huge wooden statue of 
St. Christopher, 186, note^. His fonts at 
S. Stefano and S. Giobbe, 186, note^ 

Moranzone, Jacopo, his carved frame for a pic- 
ture by Pellegino da San Daniele, 186, note * 

Morena, a, made for the Certosa, by Omodeo, 
131 

Moro, Cristoforo, Doge of Venice, statue of, 
on the fa^e of the Ducal Palace, 192, note^. 
His death, 192, note \ His election to the 
dukedom, 195, tiote *. Prophecy of his 
friend, St. Bernardino of Siena, 195, note* 

Morosini, Marino, Doge of Venice, his tomb 
in St. Mark's, 109. His chapel at San Sal- 
vatore, 169 

Morosini, Micheli, Doge of Venice, his tomb, 
184 

Morronto, Gualterius, his work in San Pietro 
d' Alba, 84 

Mortegno, Antonio da, his part in the monu- 
ment to Francesco Maria Rangoni and his 
wife at Parma, 235 

Mortorio in Sta. Chiara at Naples, 58. At San 
Satiro at Milan, 146. In the duomo at 
Ferrara, 245. At Modena, 252. Of wood 
at Parma, 261 

Mosaics of the two Torriti, 75, note^ 

Mosca, Giovanni Maria, his tomb of King 
Sigismund IL of Poland, 230 

Moscufo, pulpit at, 29 

Moses on the duomo at Ortona, 29. Statue of, 
on St Francesco della Vigne, 212. The 
colossal statue of, at the Fountain de* Ter- 
mini at Rome, 235, and note ', 265, Baa- 
relief of, in the baptistry at Parma, 258 

Murano, anonymous ancona in the duomo at, 
171 

Murano, architect of the church of S. Cristo- 
foro at, 195 

Music, bas-relief of, on a candelabrum at Sant* 
Antonio at Padua, 226. At Milan, 272 



NACCARINI, his works in San Severino, 
Naples, 71 
Naldo da Briseghella, Dionigi, statue o^ at 

Venice, 209 
Naples, earliest art records of, 49. Early 
sculptures in the neighbourhood of, 50. 
Works of Masuccio 1. at, 62. Of Masuc- 
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cio n. at, 53. Of Andrea Ciecione, CO. Of 
Kamboccio, 02. Of Pietro di Martino, 05. 
Of Giovanni Merliano da Nola, 05. Of 
Agnolo Aniello di Fiore, 06. Work of Pietro 
of Berganio in the Annunziata, 101. Sta- 
tue of Cardinal Oliviero Caraffa at, 102. 
Mazzoni's mortorio at Monte Oliveto, 252 

NatiWty, baa-relief of the, on the sarcophagus 
of Bartolomeo Coleoni, ISO. On the sarco- 
phagus of Giovanni Borromeo, 133. At the 
Certoea, 134. At Como, 159. In the 
duomo at Modena, 252. In the duomo at 
Genoa, 204 

Nava, Giacomo, his work on the fii^ade of the 
Certosa at Pavia, 242 

Navagero, Andrea, Carino^s bust o^ at Padua, 
2:W 

Neptune, bas-relief of, 09 

Kiecol6, Pietro di, da Firenze, his works at 
Venice, 170, note ' 

Nicholas, St., Bishop of M} ra, 15. Ilis relics 
at liari, 15 

Nicholas, St., the Pilgrim, duomo of, at Trani, 
28. Notice of, 28, note « 

Nicholas IV., Pope, 8uppo«*ed tomb of, 77 

Nicholas V., Pope, monument of, at Bome, 
205 

Nicodemus, his pulpit in Santa Matia in Lago, 
at Moscufo, 29 

Nicodemus, figure of in the Descent fiom 
the Cross, in San Francesco at Modena, 
255. And in a pieti^ at Modena, 255 

Nicolaus, Bishop, completes the duomo atBari, 
14. Notice of him, 15, note * 

Nicolaus, sacerdos and protomagi^ter, his cam. 
panile at Trani, 28, note ' 

Nicolaus, St., his pulpit in the duomo of St. 
Valentinian at Bitonto, 30 

Nicolaus, sculptor at San Zeno at Veronn, 
213 

Nicol6 da Comedo, his ancona at Tnssino,219, 
220 

Nicold Guardiagrele, Maestro, his silver statue 
in the duomo at Chieti, 40, note * 

Nicold da Ortona, Maestro, his portal of S. 
Benedetto at Chieti, 40 

Niool6, San, ciborium of the church of, at 
Bari, 14. Church council held in, 10 

Noah, bns-relief of the drunkenness of, at 
Venice, 170 

Nonantola, works of Giacomo SciUa Longhi in 
the abbey church of, 159 

Normnndy, style and plan of the earliest 
churches in, 12, note * 

Normans, first appearance of, in Italy, 3. 
Their second visit, 3. Character of tiieir 
architecture and sculpture, 7 

Nova, Bartolomeo di Bernardino de', em- 
ployed at the duomo of Milan, 141, note * 
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Nova, Girolamo de*, employed at the duomo 
at Milan, 141, note % 142, note « 

Novara, Girolomo da, a pupil of Ciistoforo 
Solari, 141. His monument to the arch- 
deacon Melchior Longhi, 141 

ODERICUS, his part in the ehrine of Edward 
the Confessor, 80 

Oderigius, or Oderigi, Peter, his tomb of Count 
Roger, 80, note • 

Oderisius da Rajano, Bbhop of Valva, 30, 
note. His church at San Pellino, 31 

Oderisius of Beneventum, his bronze gates of 
the duomo at Troja, 33 

Ognissanti church at Trani, 29 

Oliveto, Monte, church of, at Naples, 60. 
Works of Girolamo Santa Croce in, 60. 
Tuscan work in, 63 

Omodeo, Giovanni Antonio Amadeo or notice 
of, 127. His work at the Certosa, 125, 
127, 131. His tomb of San Lanfranco, 
near Pavia, 128. His monuments of the 
Coleoni, 129. His works at Cremona, 131. 
His monumenta of the Borromei on the Isola 
Bella, 133. Appointed head architect of 
the Certosa, 134. His design selected for 
the cupola of the duomo of Milan, 135. 
Troubles and trials of his old age, 136. His 
death, 130. Qualities and defects of his 
style, 137 

Omodeo, Protaaius, his work with his brother 
at the Certosa, 127 

Onigo, the Senator, tomb of, at Treviso, 196, 
107 

Orfever, Peter le, his part in the shrine of 
Edward the Confessor, 80 

Ornament, whence derived, 6. The Norman 
element, 7. Egyptian and Persian, 8. Cel- 
tic, 8, note ^ Changed character of orna- 
ment in Apulia in the thirteenth and four- 
teenth centuries, 35. Of the fa9ade and 
portal of Snn Nicold at Bari, 16 

Oreeolo, Pietro, Doge of Venice, Greek artista 
brought from Constantinople by, 242 

Orsini, Nicola, Count of Pitigliano, monument 
of, at Bi-escia, 235. Buried at Venice, 285, 
nofe^ 

Ortona, state of the duomo of, 29 

Osimo, cross of Pietro Vaniiini in the duomo 
of, 41 

Ostensorium, the, in San Clemente, Rome, 79 

Otbo II., the Great, his sarcophagus in St. 
Peter's, 77 

Otranto, duomo at, Byzantine influence the 
work in the, 18 

Oitacio da Cninpione, his works at Modena, lOG 

Ottaviano, Reggian sculptor, 249, note* 

O.T, the, of St. Luke at Moecufo, 30. At 
Bitonto, 30 
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PACIFICO, Maestro, Veronese sculptor, 213 
Padua, Galeazzo da Lugano's work on 
Sant' Antonio at, 161. Alessandro from 
Saronno's work, 161. Works of Maestro 
Andriolo in the basilica of Sant' Antonio at, 
185. Of Maestri Andriolo and Rajnaldinus 
at, 185. Contract for building San Felice, 
185. Bas-reliefs by Tullio Lombardo in the 
church of Saa Ajitonio at, 198. Antonio 
Lombardo*s bas-relief of St Anthony in the 
church of San Antonio at, 200. Alessandro 
Leopardi*s church of Santa Giustina at, 206. 
Work of Vittor Camello on the Contarini 
monument, 207, note \ Statuette of Santa 
Giustina in Sant* Antonio at, 208. Works 
of Girolamo Campagna at, 217, 218. Pi- 
roni's pilaster in Sant' Antonio at, 210. 
Tuscan artists and their works at, 220. 
Overthrow of the tyrant Ezzelino, 220. 
Marbles in existence at Sant' Antonio, 221. 
Tombs of the fourteenth century at, 221. 
Works by Vellano, 222. And by Andrea 
Ricdo, 225. Influence of Ricdo upon sculp- 
ture at Padua, 230. Silver busts of SS. 
Prosdocimo and Giustina at, 249. Works 
of Danese Cattaneo at, 268. Artists work- 
ing at Sant' Antonio under Giovanni Minello 
da Bardi, 230. Other Paduan artists of the 
sixteenth century, 230 

Palacani, Biagio, sarcophagus of, at Parma, 
262 

Palazzo, Messer Carlo, Mantuan sculptor, 236 

Palladio, his copies of classical forms, 189 

Pallavicino, Guido, monument of, in the 
Abbey of Fontevivo, 261 

Pan, bas-relief of; 69, 70 

Pancius (Sandus), the brothers, their monu- 
ment to King Robert of Sicily, 56 

Pantaleone, the, of Amalfi, 32 

Pantaleone 11., of Amalfi, his gifts of bronze 
gates to various churches, 32 

Pantaleone III., of Amalfi, his bronze gate at 
Atrani, 82 

Pantaleone, Aloise di, his work at Venice, 192, 
note* 

Parapet, marble, at the Frari at Venice, 202 

Parisiis or Parisio, Giuliano da, employed on 
the duomo at Milan, 141, note ^ 

Parma, works of Benedetto Antelami at, 106. 
Monument to Bartolomeo Martini at, 151. 
Ajid of Francesco Maria Eangoni and his 
wife at, 235. Works of Antonio Begarelli 
at, 256. Early buildings and sculptures at, 
266. Visit of Charlemagne to, 256. Foun- 
dation and consecration of the duomo at, 

256. Works of Benedetto di Antelamo, 

257. In the duomo, 258. And in the 
baptistry, 268. Scholars of Benedetto, 
261. Few sculptors at Parma in the 



fourteenth century, 261. Paralysis of the 
arts during this period, 262. Sculptors of 
the fifteenth century, 262 

Parto da Bologna, period in which he flour- 
ished, 239 

Paschal candlestick in Santa Maria d'Arbona, 
86 

Paschal I^amb at the duomo at Huvo, 29 

Pasqualigo, Martino, 157. His residence and 
friendships at Venice, 157. His portrait by 
Titian, 157 

Passion, bas-reliefs of the, at San Pietro di 
Civate, 100. Of the instruments of the, at 
Mikn, 145 

Pasti, Matteo de', pupil of II Pisanello, 216. 
His works, 216, note ' 

Patience, bas-relief of, in the baptistry at 
Parma, 260 

Patriarchs, bas-reliefs of, at the baptistry at 
Parma, 258 

Paul, St., statue of, at Aquila, 48. Statuette 
of, at Naples, 59. Colossal statue of, at 
Naples. 70. In the Lateran, 77, note^. 
Alto-relief of, at Santa Maria in Toscanella, 
86. Statue of, on the Ponte Sant' Angelo, 
Rome, 88. Statue of, in the chapel of 
Cardinal da Montepulciano at Rome, 158. 
Statuette of, at Venice, 183. At Parma, 
185. In the duomo at Treviso, 197, note '. 
And at Venice, 209. Statue of, on St 
Francesco della Vigne, 212. Bas-relief of, 
at Verona, 229. Intaglio head of, by Pro- 
perzia de' Rossi, 240. Figure of, in San 
Domenico at Modena, 255. Statue of, in 
San Pietro in Montorio at Rome, 265 

Paul II., Pope, bust of, at Rome, 223. Bronze 
statue of, at Perugia, 223. Medal of, 223. 
Medallion portrait of, 234 

Paul HI., Pope, notice of, 153, note\ Tomb 
of, at Rome, 153 

Paul rV., Pope, bronze statue of, at the Mi- 
nerva, at Rome, 158. His severity to the 
Jews, 158, note^ 

Paulianus, St., on the doors of the duomo of 

■Troja, 33, note^ 
Paul's, St, at Rome, monumental relics at, 

78 
Paulus, his work at San Lorenzo extra Muros, 

Rome, 79 
Paulus, Bishop of Altina, migrates with his 

flock to Torcello, 166, note^ 
Pavia, tomb of Gian Ghdeazzo Visconti at, 
90, 141, note^ Palace of Theodoric the 
Goth at, 95. Church of San Michele at, 100, 
101. Residence of Theodoric ar^ 101. Fate 
of his palace and that of King Ugo, 101, 
note^. The Area di Sant' Ago'ttino at, 100. 
Work of Matteo and Bonino da Campione 
at, 109. Foundation of the duomo of the 
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C'ert<>i*A, near, 117. Tomb of Sou I^aofranco 
near, 128. Pavian sculptures in the six- 
tt'f nth century, 1(V). Fa9ade of the Certima 
at, 24i>. WJrk of Alberto MailioU at tlie 
Cfrtiwa, 2iM\, Terra-cotta omampnta of the 
arcade of San Lan franco near, 271 

Pax, gr<)ld, by Ambn)^no Caradof(i»o^ at Milan, 
14;> 

Peace, allegorical figure of, at Milan, 150. 
IJas-relief of, in the baptistry at Parma, 
200 

Pedoni, Cristoforo, his work in Cremona Ca- 
thedral, 102 

Pedoni, (iiovanni, Qaapare, his work at Cre- 
mona, 101, 102 

Pedro da Toledo, Don, his tomb, 07 

IVlle^mni, Galeazzo, hie tombof (tian Oaleazzo 
Vi.-^onti at Pavia, 00, 141, uote^. Ilia work 
at the (Vrtona and at the duomo at Milan, 
141, notc^ 

Pellino, Srtn, town of, 30, nofe. Pulpit in the 
church of, HO. Church of, 30, tfote 

Pellinus, St., Bishop of Hriudini, 30, note 

Peltruda, Duchess of Friuli, her monastery, 00 

Pemone, Duke of Friuli, tomb of, in San 
Maitino, 08 

Pentium di Valva, town of, 45, note* 

Pepoli, (\)unt Guido, bust of, at Doloprna, 241 

Pepoli, Taddeo, monument of, in San Dominico 
at Holopiia, li<0 

Pereira, Mnria, Countess of Montorio, her 
tomb and that of her child Beatrice at 
Aquila, 40 

Perrini, or Petrini, Franciscus, his reliefs at 
Santa Maria Mapgiore, 41 

Perrino da Milano, his work at Verona, 215 

Persians, arabesques of the, 7, note * 

Perupia, bronze statue of Pope Paul 11. at, 
223 

Pesaro, Admiral Benedetto, monument of, at 
the Frari at ^'enice, 209 

Peter, frequency of the name of, in Koman 
artists, ^0 

Peter, Cardinal, his tomb at Santa Prassede, 
74 

Peler of Picardy, his version of the * Physio- 
logus,' 8 

Peter, St., alto-relief of, in Santa Maria in 
Toscanella, 80 

— , bas-relief of, on the duomo at Ortona, 20. 
In San Pietro in A'incoli at Kome, 02. Of 
Christ's charge to, at St. Peter's at Rome, 
150. In Como Cathedral, 100. In San 
Francesco at Padua, 224. In the Museo 
Patrio at Mantua, 232 

— , statue of, at Aquila, 118. At Monte 
Oliveto at Naples, 00. Colossal, at St. 
Peter's at Naples, 70. In the Lateran, 
77, notc^. On the duomo at Milan, 140, 
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Hote\ In the Chapel of Cardinal Riecio 

da Montepulciano at Rome, 158. In St. 

Mark's at Venice, 107. In San Domenico 

at Modeua, 255. In San Retro in Montofio 

at Rome, 205 
— , statuette of, at San Lorenzo at Naples, 50. 

Sutuette of, at Venice, 18.3, 184, 209. At 

Parma, 185. In the duomo at Treviso, 197, 

not€^ 
Peter Martyr, St, tomb of, at Milan, 67, 109 
Peter's, St, at Rome, tombe of the Pope« and 

others in, 77. Tomb of Pope lk)niiace VIIL 

in, H.3. Silver statues of the Apostles in, 

88, 01. Tomb of Pope Paul III. in, 153 
Petrarch, his examination by King Robert of 

Naples, 55. Uis letter to Pope Urban V. 

quoted, 74 
Petronius, St, Bishop of Bologna, his crosses 

set up at the gates of Bologna, 237 
Petrus Amabilis, his pulpit at San Vittorino, 

near Aqnila, 31 
Petrus from Apulia, 31 
Petrus di Paolo, his works, 81 
Petrus, his work in San Pietro d* Alba, 84 
Pharaoh and his host, bas-relief of, at Padua, 

224 
Philasterius, St, bas-relief of, at Brescia, 2.36. 
Philip II., King of Spain, bust of, at Madrid, 

155, note * 
Philippe d' Alen^on, Cardinal, his monument 

at Rome, 89. Notice of him, 89, 90 
Philippe de Thaun, his version of the ' Phyao- 

logus,' 9, Noto 
Philosophy, bas-relief of, on Riodo's can- 
delabrum at Padua, 228 
* Physiologus,' or * Bestiaiy,' the, 9 
Piacenza, decorations of the facade of the 

duomo, 203. IHacentine sculptors, 263 
Pianella, pulpit in the duoma at, 30 
Piccolomini, Isabella, her altar in the duomo 

at Atri, 151 
Pico, Prendiparte, tomb of, at Mirandola, 185 
Piero of Lugano, his work at Ferrara, 101 
Piet^, in Sta. Maria della Salute, at Venice, 

208. By Begarelli, at San Pietro and at San 

Agostino at Modena, 255 
Pietro d' Alba, San, Cosmatesque work in the 

church of, 84 
IMetro ad Aram, San, Madonna della Miseri- 

cordia at, at Naples, 68. Statue of St 

Michael at, 68. Deposition in, 70 
Pietro de Pavia, his fig-tree wood statue of 

Christ at Bologna, laS 
Pietro of Bergamo, his works at Ferrara and 

Naples, 101 
Pietro di Civate, San, in Brianza, church of, 

100 
Pietro a Majella, San, statue of San Sebastian 

in the church at Naples, 08 
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Pietro, San, church of, at Toscanella, 85. 
Sculptures in the, 86 

Pietro in Vincoli, St, at Rome, bas-relief of • 
St Peter and the Angel in, 92 

Pietro, S., patron saint of Cremona, his tomb, 
132 

Pietro, his bronze doors at the Lateran basi- 
lica at Rome, 263 

Piety, bas-relief of, in the baptistry at Parma, 
260 

Pintelli, Baccio, architect of the Ducal Palace 
at Urbino, 142, note • 

Pio, Manfredo, tomb of, at Carpi, 239. Bas- 
relief of, 239 

Piovano, Matteo, bust of, in San Gimignano, 
209, note^ 

Pironi, Girolamo, his pilaster in Sant* Antonio 
at Padua, 219 

Pisa, architects of the leaning tower of, 
251 

Pisanello, II, Victor Pisano so called, 216. His 
medal of Filippo-Maria, Duke of Milan, 121. 
His school, fmd period in which he tlourished, 
216. His works as a medallist, 216. Other 
work attributed to him, 216, note * 

Pisani, Benedetto, bust of, at Venice, 268 

Pisano, Balduccio, influence of Giotto on the 
works o^ 68. His tomb of St Peter Martyr 
at Milan, 109 

Pisano, Giovanni, his era and works, 62, fiote ', 
220 

Pisano, Niccola, his birthplace and parentage, 
81. Period in which he flourished, 62, note '^ 
Work of, at Padua, 220 

Pistoja, pulpit of Guido da Como in the church 
of St. Andrea, 160, note * 

Pitti, Palazzo, at Florence, style of the, 190, 
note * 

Pius II., Pope, his tomb at Rome, 91 

Pius HI., Pope, his tomb at Rome, 91 

Pius rV., Pope, his gift of a gold pax to the 
duomo at Milan, 146. His arms, 146 

Platina, Giovanni Maria, his work in the 
duomo of Cremona, 162 

Platina, medal of, 223 

Plinys, statues of the two, in Como Cathedral, 
169 

Poetry, bas-relief of, on Riccio's candelabrum 
at Padua, 228 

Polesine, terra- cotta mortorio in S. Antonio 
Abate in, 246 

Pomponazzo, Pietro, bronze statue of, at Man- 
tua, 234 

Pontano, Giovanni, portrait of, at Naples, 262, 
note * 

Popes, injuries caused to Roman art by their 
residence at Avignon, 74. Their burial- 
places before and since 408, 75, note '. The 
Papal tiara at various periods, 76, note *, 



POR 



The Pontifical robes of Boniface VIII., 76. 
Bas-relief of their return from Avignon, 92 

Porlezza, Francesco da, his work at Sant' 
Antonio at Padua, 230 

Porris, Ajnbrogio di, employed on the duomo 
at Milan, 141, note ^ 

Porta, Antonio della, works on the facade of 
the Certosa, 131 

Porta, Cavaliere Gian Battista della, his works, 
164 

Porta, Giacomo della, his ciborium in the 
cathedral at Genoa, 162 

Porta, Giovan Giacomo della, a pupil of Cris- 
toforo Solan, 141 

Porta, Guglielmo della, his works, 152. His 
study of Lionardi da Vinci, 162. His work 
in the duomo at Genoa, 162. Presented to 
Michel-Angelo, 163. Succeeds Sebastiano 
del Piomba at Rome as ' piombatore,* 153. 
His tomb of Pope Paul HI. in St Peter's, 153 

Porta, Paolo della, 164 

Porta, Teodoro della, his works, 163, 154 

Porta, Tomaso della, his imitations of the an- 
tique, 164 

Portal sculptures of the church of San Nicold 
at Bari, 16. Of the church San Clemente a 
Casauria, 21. Of the Grave chapel of Bo- 
hemund, 27. Of the duomo at Trani, 28. 
Of the Ognissanti church at Trani, 29. Of 
the duomo at Ortona, 29. Of the duomo 
at Ruvo, 29. Of the duomo at Troja, 33. 
Of St Andrea at Barletta, 35. Of St Valen- 
tinian at Bitonto, 36. Of St. Leonardo, 38, 
39. Of the cathedral at Atri, 39. Of the 
basilica of St Michael at Bitetto, 40. Of 
S. Benedetto at Chieti, 40. Of Santa Maria 
Maggiore, 41. Of San Bernardino at Aquila, 
41. Of churches in the Abruzzi, 46. Of 
San Giovanni a Pappacoda, 62. Of Santa 
Barbara, 63. Of the monastery of Peltruda 
of Friuli, 99. Of the Porta Romana at 
Milan, 104. Of the chapel of the Holy 
Sacrament, at Milan, 106. Of the duomo 
of Milan, 118. At San Celso, at Mantua, 
122. In the Palazzo Vismara, at Milan, 
124. At the Certosa, 127, 131, 134. Of 
the chapel and monument of Bartolomeo 
Coleoni, 129. At St Petronius, at Bologna, 
142, note *. Of the palace of Count Borsio 
Sforza, 160. Of Como Cathedral, 159. 
Of Cremona Cathedral, 160, note\ Of the 
church of the Annunziata, at Naples, 161. 
Of the municipal palace at Cremona, 162. 
Of the church of S. Stefano at Venice, 184. 
Of the gfreat gate of the palace at A'enice, 
187, 188. Of San Giobbe at Venice, 195. Of 
San Guaronta at Treviso, 197. Of San Tom- 
maso at Treviso, 197. Of the Ducal Palace, 
\'enice, 200* Of the duomo at Modena, 
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213. or Uie duomo at Femra, 213, 214. 
Of the duomo at Verona, 215. Of the doors 
of St Mark*8 at Venice, 2'M. At the Car- 
mine Churchy St. Andrea, and Ban Lorenzo 
at Mantua, 2'M. Of Nicola Orrini, Count 
of Pitigliano, 235. Of the duomo at Fer- 
rara, 243. Of the Palazzo Donelli at Reg- 
gie, 240. Of the duomo at Beneventum, 
270. Of San Quintino at Parma, 256. Of 
the baptifltrj at Parma, 25C. Of the palace 
of the Conte di Cajazza, 202 

Portata, Giacomo, da Como, hia work at Cre- 
mona, 160, noU* 

Poaidoniua, S., statuette of, at Carpi, 239 

Praasede, Santa, at Rome, tomhe in, 83 

Prati, Bartolomeo, monument to the juriscon- 
sult at Parma, 251 

Presentation of the Virgin, bas-relief of the, 
in the duomo At Milan, 118. On the sarco- 
phagus of Giovanni Borromeo, 133. At 
Milan, 149. In the baptistry at Parma, 2<K) 

Priest, bas-relief of a, in the baptistry at 
Parma, 260 

Prooulus, St, statuette of, at Verona, 210. 
Figure of, at Bologna, 241 

Prophets, alto-relievo of the, in the duomo at 
Genoa, 152. Half-figures of the, in the 
Giustiniani Chapel at Venice, 202. Statues of 
the, in San Giovanni e Paolo at Venice, 211. 
Symbols of the, at the duomo at Verona, 215. 
Statues of, at Borgo San Donnino, 260 

Prosdocimo, S., silver bust of, at Padua, 240 

Prudence, winged statues of, 54, 57, 61, 62. 
Emblem typical of, 61. Statuette of, 66, 
note ^ Figure of, in St Peter's at Rome, 
153. Figure of, at Milan, 156. Bas-relief 
of, on Riccio's candelabrum at Padua, 227. 
In the baptistry at Parma, 260 

Pulpit in the duomo at Troja, 18. In San 
Sabino at Canosa, 23. At Moscufo, 29. At 
Pianella, 30. At San Pellino, 30. At San 
Vittorino, near Aquila, 31. At St Valen- 
tinian at Bitonto, 35, 36. Made for the 
church of Sta. Reparata at Naples, 49. At 
Salerno, 50. In San Clemen te at Rome, 78. 
In Santa Maria in Cosmedin at Rome, 83. 
In Santa Maria di Castello at Cometo, 84. 
In Santa Maria at Toscanella, 86. At Milan, 
by Oprando di Busnate, 105. In Santa 
Maria Maggiore at Bergamo, 106. In the 
duomo at Monza, 112. In the cathedral at 
Cremona, 138. The two pulpits in the 
cathedral of Milan, 158. In St. Andrea, at 
Pistoja, 160, noUK Terra-cotta one at 
Bologna, 237. Two, in the duomo at Bene- 
ventum, 270. In the duomo at Milan, 258 

Pyrgoteles, 207. Guarino's verses in praise of 
him, 208. His works, 208. Work in the 
Frari, Venice, attributed to, 188 



QU ATRIN I, Bemaid'mo, his woriu at Pad ua, 
209,iifl6j« 
Quatrini, Franoeaco, his woric on the fik^ade of 
St Antonio, at I'adua, 209, wde* 



RACniS, Duke of Friuli, baa-relief portrait 
of, 99 

Raimondo da Cardona, commanda a papal 
army against the Viaconti, 107, 106. De- 
feated and taken priaoner, 108, note* 

Raimondo da Cremona, his terrapcotta figurea 
at the Certoea, 127, note * 

Rainerio degli Asaendi, his tomb at Padoa, 222 

Rainudi, Nicolaus, his work in the fa^e of 
Santa Maria di Castello at Cometo, 84 

Rainulph, the Norman, seizes Ayersa, 4. 
Created Count of Aversa, 4 

RainulphuA, Duke, treatment of hia body by 
King Roger IL, 17, note * 

Ramazzotti, Armaciotto de*, monument of, 247. 
His life, 247 

Rangoni, Franceeco Maria, monumMit oC at 

Parma, 235 
Rangoni, Bishop Ugo, tomb of, at Reggio, 

^50. Cost of the work, 250, note » 
Ranzi, Lodovico, his statues at Brescia, 249, 

note* 
Raphael, the Archangel, statue of, on the 

Ducal Palace at Venice, 176 
RapoUo, notice of the duomo of, 269 
Ratcait, of Friuli, bas-relief portrait of, 99 
Ravello, bronze gates of the duomo at, 33. 

Pulpit in the duomo at, 50 
Ravenna, palace of Theodoric the Goth at, 05. 

Portrait statue of the Emperor Zeno at, 95, 

note *. Battle of, 146, note * 
Raymond del Balzo, his fief of Galatina, 45, 

note * 
Raymondo de Podio, Maestro, his works in the 

cathedral at Atri, 39, 40 
Ra\^aldinus, his statuettes in the chapel of 

San Felice, at Padua, 185. I*rice of the 

work, 186, note * 
Raynaldus, Abbot, his portal at San Giovanni 

in Venere, near Lanciano, 18 
Reame, Mino del, character of his works, 70 
Rebiba, Cardinal Scipio, his coat of arms at 

Troja, 33, note* 
Rebiba, Prosper, Bishop of Troja, his restora- 
tion of the doors of the duomo, 33, note * 
Regenta, Anna da, Reggian sculptor, 249, 

note* 
Regiovis, Antonio de', his work at the duomo 

at Milan, 141, note * 
Reggio, works of Antonio di Santo at, 150. 

Tomb of Pietro da Suzzara at, 161. Works 

of the sculptors Bartolomeo and Prosper© di 

Clementi Spani, 249, 250 
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Renaissance style, introduction of, into Yenicei 
189 

Bon^ d^Anjou, his struggle with Alfonso of 
Aragon, 64 

Keparata, Sta., pulpit made for the church of, 
at Naples, 49 

Resurrection, bas-relief of, on the tomb of San 
Bernardino at Aquila, 48. On the tomb of 
King Robert at Naples, 66. At San Pietro 
di Civate, 100. At the Certosa at Pavia, 
131, 134. In San Teodoro at Genoa, 265. 

Revetti or Revertis, Matteo de', his work on 
the duomo at Milan, 141, note ^ Ilis monu- 
ment to the Count of Valtero and Arquato, 
141,ito<-f* 

Rialto, Gobbo del, at Venice, 207, note * 

Riario, f ietro, monument of, at Rome, 91 

Riccardus, Magister, his bas-reliefis at Ortona, 
29 

Ricciardl, Palazzo, at Florence, style of the, 
190, note * 

Riccio, Andrea, 225. His bas-reliefs at Sant' 
Antonio, 225. His bronze candelabrum in 
the same church, 226. His monuments of 
Girolamo and Antonio della Torre, 228. 
His bas-reliefs in the Louvre, 228. Works 
attributed to him, 229. His death, 229. 
His influence upon sculpture at Padua, 230 

Riccio or Rizzo. See Bregno, Ant. Giov. 

Ridolfi, Bartolomeo, period in which he flou- 
rished, 212, wo<«* 

Righi, his work in a mortorio at Naples, 253, 
note^ 

Rimini, bas-reliefs at, attributed to Pisanello, 
216, note * 

Ringhieri or Ringhiero, his sculptures in the 
Holy Land, 238 

Ripa, Battista da, his work at the duomo at 
Milan, 141, noto* 

Ripa, Pietro da, employed at the Certosa, 127, 
note* 

Rivere, Palazzo Marchionale di, chimney-piece 
of the, 233 

Robbia, Luca della, his masterpiece in San 
Bernardino, 48 

Robert d'Artois, monument of, 59 

Robert Guiscard joins the Normans in Italy, 6 

Robert, King of Naples, seated figure o^ 54. 
His monument at Sta. Chiara, 55. His 
career and acquirements, 55, 56. His death, 
56 

Rocca, his works at Spello, 219 

Roccabonella, Pietro, monument of, at Padua, 
224 

Roccatagliata, Niccold, his bronze statues of 
SS. George and Stephen, 209, note * 

Rodari, the brothers Jacopo and TonmiasOy 
their works in Como Cathedral, 159. Where- 
in their skill lay, 160 
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Rogati, tomb of the, at Padua, 221 

Roger of Amalfi, his bronze gates to the 
Grave chapel of Bohemund, 27. His doors 
at the Grave chapel of Bohemund, at Ca- 
nosa, 33 

Roger, Count of Calabria and Sicily, Oder- 
igius* tomb of, 80, note ^ 

Roger U., King of Sicily, his coronation at 
Bari, 15. His pompous device, 15, note*. 
His treatment of the body of Duke Rainul- 
phus, 17, note * 

Rolando da Pizzola, tomb of, at Padua, 221 

Romanesque, Romano-Byzantine, Lombard, or 
Comacine style of architecture produced in 
Italy, 95 

Romano, Andrea, 92 

Romano, Gian Cristoforo, 90. His works, 90 

Romano, Giulio, his work at the Palazzo del 
T^ 235. Its character, 235 

Romano, Paolo, 88. His works at Rome, 
88-90 

Romano, San, statue of, on the facade of the 
duomo at Ferrara, 242 

Rome ; causes of the indifference of the Ro- 
mans to art, 72. Statues at Rome in the 
fifth and sixth centuries, 73. Condition of 
the city from the ninth to the fifteenth 
century, 74. Works of art at St. Peter's, 
75, 83, 90, 91. In Ara Cceli, 77, 83, 92. 
In the Lateran, 77, 86. At St. Paul's, 78. 
In San Clemente, 78, 79. At Santa Maria 
Maggiore, 82. At Santa Maria sopra Mi- 
nerva, 82. In Santa Balbina, aS. In Santa 
Prassede, 83. In Santa Maria in Cosmedin, 
83. In San Lorenzo, 86. In the Capitol, 
86. On the Ponte Sant* Angelo, 88. In 
the church of the Knights of Malta, 89. In 
Santa Maria in Trastevere, 89, 90. In S. 
Andrea della Valle, 91. Anonymous works, 
91. At Santa Sabina, 91. At San Grego- 
rio, 91. At San Venanzio, 91. In the SS. 
Apostoli, 92. In San Pietro in Vincoli, 92. 
In Sta. Francesca Romana, 92. Native 
talent undeveloped at Rome, 92. Tomb 
of Pope Paul UL in St Peter's, 153. 
Works of Lionardo and the brothers Casi- 
gnuola at, 158. And of Ambrogio Bron- 
yicino, 158. Riot in the city after the 
death of Pope Paul IV., 158, note\ Bas- 
relief of Christ's charge to Peter, at Rome, 
159. Works of Ambrogio Buonvicino at, 
159. Works of Venetian aculptors in Sta. 
Maria in Coemedin at, 171. Works of Bar- 
tolomeo Vellano at, 223. Statue of Leo 
X. at, 242. Bronze doors of the Lateran 
basilica, 263. Works of Lionardo and Gio- 
vanni Antonio Sormanni at, 265. Work of 
Lionardo da Sarzana at, 265. Monument of 
Pope Nicholas V. at, 265 
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Romoaldua, sculptor, his catliedral in San 

Sabino at Canosa, 22 
RomnalduB II., Archbishop of Salerno, marble 

pulpita made for, 60 
Koaa, Maestro, da Parma, his tomb of Mon- 

diDo de' Liucci at Bologna, 2(Jl 
Rosellini, Antonio, his work in the church 

of Monte Oliveto, 63 
Kosello, Antonio, 223, note\ Medal of, 223. 

Monument in Sant* Antonio at Padua, 223 
Rowtto, Jacopo detto, period in which he 

flourished, 239 
Rossi, Alessandro, his statue of San Bernardo 

Abate, 218 
Ro88i, Properzia de*, notice of, 230, 240. Her 

early works, 240. Her arabesques and 

marble ornaments, 240. Her bas-reliefs at 

the duomo at Boloprna, 241. An adoring 

anjrel at San Petronius attributed to her, 

241. Her death, 241 
Roverolla, Ix)renzo, tomb of, at Ferrara, 143 
Royalty, statue of, at Naples, 61 
RiifBni dei Landi, Bishop, tomb of, at Mantua, 

232 
Ruflinus, St., bas-relief of, at Mantua, 232 
Riifolo, Nicold, his pulpit in the duomo of 

Ravello, 50 
Rusconi, Albertino, his work at Ferrara, 143, 

note^, 2:U. And at Bologna, 2.34, note^ 
Rusconi, Ohicomo, his work at Ferrara, 234. 

And at Bologna, 2;54, note^ 
Rusconi, Luigi, his work at Ferrara, 143, 

note* 
Ruskin, Mr., on the sculptures of San Michele 

at Pa via, quoted, 131, note* 
Rustici, Francesco, his model of St. John 

dij^puting with a Levite and Pharisee, 160 
Ruvo, duomo of, 29 



SARIN A, Santa, at Rome, sculptured 
vine-wood doors of, 91 

Snbinus, St, his relics at Bari, 14, note*. 
Church of, at Canosa, 22. Bishop of Canosa, 
23, note 

Sncrarii by the Mantegszza, in the Certosa, 
125. Made by Omodeo for the Certosa, 
131 

Sacrifatorium, or altar, at San Clemente, Rome, 
79 

Saints, at the cathedral at Atri, 39. Statues 
of, in S. Gregorio, at Rome, 91. Statuettes 
of the, at Pavia, 107. Statuettes of, at 
Ferrara, 144. Bas-reliefs of, at Bologna, 
184. Statuettes of, at Venice, 183, 184. At 
San Matteo, at Genoa, 171. At St. Mark^s, 
Venice, 189. Bas-reliefs of, at Sant* Anas- 
tasiaatVerona,217. Statues of,by Varignana 
da Bologna, at Bologna, 242. Silver statues 
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of the, at the duomo at Regpo, 249. Bas- 
reliefs of, in the duomo at Molfetta, 269 

Salerno, defeat of the Normans at, 3. Marble 
pulpits in the duomo at, 60 

Salvatore Aquilano, his part in the shrine of 
San Bernardino in Aquila, 47 

Salvatore, San, at Atrani, bronze gates at, 32 
Inscription on them, 32, note ' 

Salvatore, San, at Brescia, architecture of the 
church of, 100 

Salvestro dall* Aquila, his shrine of San Per- 
nardino at Aquila, 47. Notice of him, 47, 
note*. Altar-piece ascribed to him, 48 

Samson, bas-reliefs from the history of, 49. 
At Padua, 224 

Sancia, queen of Robert of Sicily, figure of, on 
her husband's tomb, 67 • 

Sanctis, Filippo de', his sarcophagus of Beato 
Oderici, 186 

Sanctis, Giovanni de', his Madonna and Child 
at Sta. Maria deir Orto, 186 

Sangro, Antonio de. Bishop, his restoration 
of the doors of the duomo of Troja, 33, 
note* 

Sangro, Berterardus de, monument of, at 
Monte Vergine, 270 

Sangro, Niccold di, tomb of, in San Domenico, 
Naples, 71 

Sannazaro, Giacomo, Santa Croce's tomb of, 
69 

Sannazzaro, the poet, portrait of, at Naples, 
252, note^ 

Sansovino, Jacopo, 209, 267. His influence at 
Venice, 210. His career in Venice, 200, 
note*. His influence there, 210. His pupil 
Vittoria and their works, 210, 211. Ilia 
bas-relief at the Capella del Santo at Padua, 
220. His disgrace and imprisonment, 267 

Santa Croce, Girolamo, 68. His works, 60, 
70 

Santo, Antonio di, his works at Reggio, 160 

Saracens, their incursions into Italy, 3. De- 
feated by the Normans at Salerno, 3. Their 
decorations of buildings, and influence on 
art, 7. Sculpture commemorating the ex- 
pulsion or forced conversion of the Saracens, 
at Lucera, 40 

Sarogna, tomb of Ugolotti Lupi at Casa Meli- 
lupi in, 261 

Sarcofagaio, Daniele detto, Bolognese scolptor, 
238 

Sarcophagi. See Tombs 

Sarego, Cavalier Cortesia, tomb of, at Verona, 
216 

Saronno, Alessandro da, his work at Sant' 
Antonio at Padua, 230 

Sarzana, Lionardo da, his part in the Moses of 
the Fountain de* Termini at Rome, 266, And 
other works, 266 
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Savelli Chapel, at Rome, monuments in the, 

77 
Savii, Antonio, his part in the tomb of Cardinal 

Zeno at Venice, 197 
Scala, Regina della, her tomb at Milan, 111 
Scaliger, Giovanni, tomb of, at Verona, 216 
Scaligeri, their power and patronage of art, 

112 
Scandinavian ornament, 8 
SciUa, Maestro, his work at Naples, 142, note* 
Scrovegni, Bartolomea degli, her tomb at 

Padua, 221 
Scrovegno, Enriqo, builds the Arena chapel at 

Padua, 221, note * 
Sculptors, medisBval, purpose of the, 11 
Sculpture, character of, at Venice, 165, Sub- 
ordination of, to architecture at, 165. 
Causes of the multiplication and improve- 
ment of Italian sculptors, 171. Analogies 
between the Milanese and Venetian sculp- 
tui^, 1S2 
Scutari, siege of, by the Turks, 191 
Sebastian, St., statuette of, at Aquila, 48. Statue 
of, at San Pietro a Majella, Naples, 68. On 
the duomo at Milan, 140, note \ Colossal 
figure o^ in the Zecca at Venice, 218 
Sebastiano, his works, 209, note ' 
Secundinus Melius, St, his burial-place, 17, 
note K Bas-reliefs on the doors of the 
duomo of Troja, 33, note ^ 
Sedulius^ his verses in the duomo at Cividole, 

98 
Self-devotion, small figure of a pelican as, at 

Reggio, 250 
Serpent of bronze,''bas-relief of the, at Padua, 

224 
Sessa, Taddeo di, statue of, 50 
Sesto, Luigi da, his work on the duomo at 

Milan, 142, note ^ 
Sesto, Stefano da, works on the facade of the 

Certosa, 131. 
Severino, San, story of the fate of the brothers, 

66. Their monuments by Merliano, 67 
Sfortiano, Cherubino, tomb of, at Reggio, 250, 
Sforza, Count Borsio, his palace at Reggio, 

150 
Sforza fiimily, monuments of the, formerly at 

Milan, 105 
Sforza, Francesco, Leonardo da Vinci*s eques- 
trian statue of, at MOan, 124, 125 
Sforza, Galeozzo, medal of, 245, note * 
Shrine of Edward the Confessor at West- 
minster, 80,' 81 
Sigelgaita, wife of Nicold Rufolo, bust said to 

be of^ 51 
Sigelgaita, wif<^ of Robert Guiscard, her at- 
tempt to poison Bohemund, 23 
Sigismund 11., King of Poland, Mo6ca*s tomb 
of, 230 



Silvestro dall* Aquila, his baa-reliefs on the 

triumphal arch of Alfonso of Naples, 65 
Silvestro, San, sarcophagus of, in the abbey 

church of Nonantola, 159 
Silvio di Bemardi, Lorenzo di, Mantuan 

sculptor, 234 
Simeon the Prophet, St, statue of, at Venic^, 

87 
Simon de Pavia, his part in an ancona at 

Bergamo, 163 
Simon da Ragusa, his work at St Andrea at 

Barletta, 35 
Simone da Cavagnera, his model of the duomo 

of Milan, 116 
Simone della Canna, Beato, bas-relief of, at 

Parma, 262 
Simone da Germano, his part in an ancona at 

Bergamo, 163 
Simonetta, Cecco, statue of, at Como, 160 
Sirtori, Simone di, competes for the cupola of 

the duomo of Milan, 135 
Sixtus rV., Pope, portrait medal of, 207, note ^ 

Medallion portrait of, 234 
Solari, Cristoforo, his hostility to Omodeo, 136. 
Appointed architect to the duomo at Milan, 
136. Influence of Michel-Angelo on his 
works, 137. Appointed to the post of ducal 
sculptor at Pavia, 138. His design for the 
tomb of Beatrice d'Este, 138. Goes to 
Rome, 140. But recalled to Milan, 140. 
His works at the duomo there, 140. As- 
sists in making a new model for the cupola 
of the duomo, 140. His scholars, 141 
Solari, Guniforte, his design for the facade 

of the Certosa, 126, 131. His death, 131 
Solomon and the Queen of Sheba, bas-relief of, 
in the duomo of St Valentinian at Bitonto, 
36. And at Bologna, 241 
Solomon, Judgment of, baa-reliefs of the, on 
the Ducal Palace at Venice, 177, 179. And 
at Padua, 224 
Sormanni, Giovanni Antonio, his works at 

Rome, 265. And at Madrid, 265 
Sormanni, Lionardo, his statues at Home, 265 
Spagnuoli, Battista, bust of, in the Museo 

Patrio at Mantua, 234 
Spalatro, Giovanni di, his work at Venice, 192, 

note * 
Spazii, Lorenzo degli, becomes chief architect 

of Como Cathedral, 159 
Spello, works of Rocca at, 219 
Sperandio of Mantua, pupil of II Pisanello, 

216 
Staircase, panelled, at Moecufo, 30 
Statues, smgle, rarely made in Italy except in 

Tuscany, 42 
Staurachioe, the Byzantine bronze caster, his 

gates at Constantinople, 32 
Stefianeschi, Cardinal, monument of, in Santa 
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Maria in TraatcTere, 80. Notice of him, W), 
note ' 

Stephen, St.^hronze statue of, by RoccatagliatA, 
201), nofe • 

StilichoD, tomb^ of his daughters Maria and 
Tbermnntia, 77. Palace of, at Milan, reHlo- 
ration of. 102 

Stn»njrth, emblem t^-pical of, Gl 

Strozzi, Palazzo, at Florence, cornice of the, 
UK), note ' 

Sturchis, Crist(»f()ro de\ his work on the 
duomo at Mibin, 142, note * 

Sulmona, fiiyado of the municipal palace at, 
42 

Slipper, Last, Anselrao da Campione's bas- 
relief of the, KKJ. Of I^nmnrdo da Vinci, 
at Milan, 124. Ua.s-relief of, at the Certo.sa, 
]4\,uote* 

SuiM, Don Stephanas, tomb of, in Santa Bal- 
bina, at Rome, KJ 

Siiriano, Stefano, 20.*5, note \ Tomb of, at 
Venice, 203 

?uzzAra, I*ietro da, sarcophajnis of, llJl 

Sybils, statues of, in San Giovanni e Paolo, 
Venice, 211 

Sylos, Palazzo, open loggia of the, at Bitonto, 
42 

Symbolism, mediroval, Baron Hammer's theory 
about the introduction of, into Europe, 6, 
note. Difference between Oriental and 
Christian symbolism, 8. Signification of 
animal forms in Christian art, 1), 10. In the 
early Church, 11. St Bernard's remarks on 
ornament in churches in his time, quoted, 11, 
12. Hidden meaning of symbolic forms, 12 

Syria, system of ornament derived from, 7 



TABERNACLE, bronze, in Sani* Antonio at 
Padua, 218 
Tabernacles in San Teodoro at Genoa, 2C5 
Tagliapiera, Domenico, his work at Venice, 

102, note • 
Tagliapiera, Stefano, his work at Venice, 102, 

note^ 
Tajapiera, Arduinus, his Madonna and Child 

in the Carmine Church, Venice, 172 
Tajflpiera, Bottegadi, at Venice, 100. Stone- 
cutters and sculptors both in the guild of 

the Tajapiere, 100, note »«> 
Tnncredi of Pentima, his fountain Delia 

Kiviera at Aquila, 45 
Ta.«*80, Torquato, his friendship with Cattaneo, 

267 
T6, Palazzo del, work of Bernardino del Buono 

at, 236 
Tedesco, Gondolo, his work on the Ducal 

Palace at Urbino, 142, twte • 
Temperance, figure of, at Naples, 57 
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Temperance, statues of, at Naples, 61, 62. 
Figure of, at Cremona, 162. Bas-relief ol, 
on Kict*io*8 candelabrum at Padua, 227 

Tenda, J^atrice di, her fiite, 121 

Terracina, palace of Theodoric the Goth at, 05 

Thetxidlinda, Queen, her influence in obtaining* 
the conversion of the Lombards, 97. Builds 
the duomo at Monza, 07. Bai»-relief of, at 
Monza, 07. Inscription recording her death, 
08, fwte» 

Theodoric, King of the Ostrogoths, image of, 
at Naples, 40. Ilia respect for art and 
letters, 04. His palaces in various cities, 
05. His royal re.^-idence at Pa via, 101. 
Legend of, on the duomo at Ferrara, 213, 
nttte^ 

Theology, bas-relief of, on Riccio's cande- 
labrum at Padua, 228 

Thermantia, niece of the Emperor Honoriua, 
her tomb, 77 

Throne, Bishop's, in the duomo at Parma, 
258 

Tiara of the Pop<'s, additions to the, from time 
to time, 76, note * 

Tiepolo, Jacopo, Doge of Venice, his sarco- 
phagus, 170 

Tiepolo, Lorenzo, Doge of Venice, his tomb, 
170 

Tiger, the, as a Christian symbol, 10 

Time, bas-relief of, on a candelabrum at Sant* 
Antonio at Padua, 227 

Tino or Lino da Camaino, Maestro, his worka, 
53,54 

Titian, his portrait of Martino Pasqoaligo, 157 

Tobias, bas-relief of, on the Ducal Palace at 
Venice, 176 

Todi, Pietro Paolo da, his works, 90, 91 

Tomb, Gothic type of, common at Venice, 180 

Tombs of: — Acqua Sparta. Cardinal Matteo, at 
Rome, 83. Adrian I., Pope, at St Peter a 
at Rome, 76. Adrian ^V^, Pope, at St Peter's 
at Rome, 75. Agata, Santa, at Verona, 216. 
Agnese di Perigord, 58. Albergati, Visn- 
nesio, 241. Aldamoresco, Lodovico, 63. 
Aldobrandesca, Valdo, at Ara Cocli at Rome, 
77. Aliberti, Duecio degli, 181. Anchera, 
Cardinal, at Rome, 83. Annibaldi, Cardinal 
Riceardo, at Rome, 86. Anselmus, Arch- 
bishop, 102. Anthony, St, 221. Apulian, 
43. Aquilan, 45. Assendi, Rainerio degli, 
222. Bnssus, Junius, at Rome, 74. Ber- 
nardo, Pietro, 203. Bemhard, King of 
Italy, 102. Bemiesi, Girolamo, 262. Birago, 
Francesco, 141. Bolparo, the brothers, 222. 
Boniface IV., Pope, at St Peter's at Rome, 
75. Boniface VIII., Pope, at St Peter's at 
Rome, 75, 83. Boniftizio di Lupo, Marchese 
I di Soragna, 185. Borromei, the, at Isola 
' r>ella, 133, 150. Brancacci, Cardinal, 03. 
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Brancaccio, Fabricio, at Naples, 71. Bria- 
mont, Captain, at Venice, 207. Brugnolo, 
Benedetto, 203. Buccellano, Giovanni, 
Bisbop, 236. Buccbianico, Alagna da, at 
Naples, 66, note K Caedwalla, King of tbe 
West Saxons, at St. Peter's at Rome, 77. 
Can I., Signorio della Scola, at Verona, 1 1 1, 
112. Cappello, Vittore, Admiral, 208. Ca- 
racciolo, Ser Gian, 61. Caracciolo, Cardinal 
Marino, 149. Caraifa, Francesco, at Naples, 
60. Caraffa, Fra Bartolomeo, at Rome, 88. 
CarboDe, Cardinal, 62. Carelli, Marco, at 
Milan, 119. Catherine of Austria, Ducbess, 
69. Cavalli, Jacopo, 184. Celestine V., 
Pope, 219. Cbarles, Duke of Calabria, 
67. Cbarles VIII., King of France, at St 
Denis, 263. Christian, of tbe fourth cen- 
tury, at San Celso at Milan, 101. Cle- 
ment Vni., Pope, at Rome, 169. Coleoni, 
Bartolomeo, 129. Coleoni, Medea, 129. 
Comaro, Marco, at Venice, 114, note *. 
Comaro, Marco, Doge of Venice, 182. 
Coetanzi, Jacopo di, 62. Curtius, Lan- 
cinus, 148. Dandolo, Andrea, 181. Dan- 
dolo, Francesco, Doge of Venice, 181. 
Dandolo, Simone, at Venice, 114, note^, 
Dante, 193. Dolfin, Giovanni, Doge of 
Venice, 182. Donato, Manno, 222. Du- 
rante, Bisbop Guglielmus, at Rome, 82. 
Durazzo, Carlo da, 69. Durazzo, Margaret 
of, 62. Este, Beatrice d*, 138. Este, Cos- 
tanza d*, 221. Faliero, Vitale, Doge of 
Venice, 169. Rescbi, Cardinal Guglielmus, 
at Rome, 86. Fieschi, Cardinal Luca, at 
Genoa, 264. Folgoso. Raffaele, 223. Fos- 
cari, Francesco, Doge of Venice, 188. 
Franco, Nicholas, 197, note^, Gabbinata, 
Ruffino, 260. Gaetani, at Anagni, 83. Gas- 
ton de Foil, 146. Giustiniani, Orsato, 208. 
Gonsalvi, Cardinal Rodrigo, at Rome, 82. 
Gradenigo, Bartolomeo, Doge of Venice, 181, 
182. Grato, Ludovico, at Rome, 92. Gre- 
gory v., Pope, at St Peter's at Rome, 76. 
Gregory the Great, Pope, at St Peter's, 76. 
Helpis, wife of Bbetius, at St Peter's at 
Rome, 77. Ilonorius, the Emperor, at St 
Peter's at Rome, 77. Honorius IV., Pope, 
at St Peter's at Rome, 77. Ladislaus, 
King, 60. Lanfranco, Beato, 128. Lateran 
museum at Rome, 74, 77. Lavalongo, Fe- 
derigo da, 222. Lebretti, Cardinal Ludo- 
vico, at Rome, 92. Leo tbe Great, Pope, 
at St Peter's, 76. Liucci, Mondino de', at 
Bologna, 261. Longhi, Melcbior, 141. Lo- 
redano, Paolo, 182. Loredano, Doge of 
Venice, 217, 267. Lozzo, Count Guido da, 
221. Luigi, Cardinal, at Bergamo, 106. 
Lupi, Ugolotti, in Saragna, 261. Maggi, 
Bernardo, 107, twte ^ Marcellino and Pie- 
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tro, S8., at Cremona, 132. Marcello, Ja- 
copo, 202, Maria, Queen, widow of Charles 
II. of Anjou, 64. Maria, niece of tbe Em- 
peror Honorius, at St Peter s, 77. Martini, 
Bartolomeo, at Parma, 161. Mastino II., 
signorio della Scala, 113, 114. Medici, Gio- 
van Giovanni de', at Milan, 156. Michieli, 
Vitale, Doge of Venice, wife of, 169. Mi- 
nutolo. Cardinal Enrico, 62. Mocenigo, 
Giovanni, Doge of Venice, 200. Mocen- 
igo, Pietro, Doge of Venice, 198. Mo- 
cenigo, Tomaso, Doge of Venice, 176, note^. 
Morosini, Andrea, at Venice, 114, note*, 
Morosini, Micheli, 184 Neapolitan, 64. Ni- 
cholas, Pope, at Rome, 266. Oderid, Beato, 
at Venice, 186, note '. Onigo, tbe senator, 
196, 197. Otho II., Emperor, in St Peter's, 
at Rome, 7 7. Palacini, Biajrio, 261. Paul 
III., Pope, 163. Paul V., Pope, at Rome, 
159. Pedro, Don, of Toledo, at Naples, 67. 
Pepoli, Taddeo, at Bologna, 180. Pesaro, 
Benedetto, Admiral, 209. Peter, Cardinal, 
at Rome, 78. Peter Martyr, St., 109. 
Philippe d'Alen9on, Cardinal, at Rome, 89. 
Pico, Prendiparte, 186. Pietro and Marcel- 
lino, SS., at Cremona, 132. Pio, Manfredo 
at Carpi, 236. Pizzola, Rolando da, 221. 
Popes, the, at St Peter's at Rome, 76. 
Ramazzotti, Armaciotto de', 247. Rongoni, 
Francesco Maria, at Parma, 236. Rangoni, 
Bishop, at Reggio, 260. Ranuzzi, Francesco, 
241. Pemone, Duke of Friuli, 98. Riario, 
Pietro, at Rome, 91. Robert, King of Sicily, 
66. Robert d'Artois, 69. Roccabonella, 
Pietro, 224 Rogati, the, 221. Roger, 
Count of Calabria and Sicily, 80, n^e^, 
Rosello, Antonio, 223. Roverella, Lorenzo, 
143. Ruffini dei Land!, Bisbop, 232. Sangro, 
Niccold di, at Noples, 71. Sannazaro, at 
Naples, 69. Sarego, Cortesia, Cavalier, at 
Verona, 216. Scala, Regina della, at Ve- 
rona, 111. Scaliger, Giovanni, 216. Scro- 
yegni, Bartolomea degli, 221. Sfortiano, 
Cherubini, 260. Sigismund U., King of 
Poland, 230. Silvestro, San, 169. Stefan- 
escbi, Cardinal, at Rome, 89. Surdi, Don 
Stepbanus, at Rome, 83. Suriano, Jacopo, 
203. Suzzara, Pietro da, 161. Thermantia, 
niece of tbe Emperor Honorius, at St Peter's, 
77. Torelli, Pietro, at Eustorgio, 122. 
Torre, Antonio della, 228, 229. Torre, Giro- 
lamo della, 228, 229. Trevisan, Melcbior, 
202. Tron, Nicold, Doge of Venice, 192, 

202. Urban VH., Pope, at Rome, 168. 
Valtero and Arquato, Count of, 141, note^, 
Vendramin, Andrea, Doge of Venice, 200, 

203. Venier, Antonio, Doge of Venice, 182. 
Vimercati, Giovanni Andrea, 149. Vin- 
cenzo, Pietro di, at Rome, 02. Viscouti, 
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Oian Galeazzo, at Pavia, 00. "Muoonti, 
Archbihhop Otho, 105. Viltoria, AleHtandrc), 
211. Zanotd, MonRi^nio, IIH). Zanotti, 
Di^hop, at Treviso, 200. Zeno, Cardinal, 
197 

Tommaao da Tortona, pode.<«t& of Ferrara, con- 
8piracy afraiust, 243. Torn to pieces bjr the 
mob, 244 

Torcello, emigration of the Altinese to, 106, 
note *, 107. Antiquity of the duomo at, 107 

Ton'llo, IMetro, tomb of, in Sant' Euslorgio, 
122 

T(>iT»', Antonio della, monument of, at Verona, 

Torre (Hrolamo della, monument of, at Verona, 

22H, 22V) 
Torre, Giulio della, notice of, 218. Ills De 

Felicitate, '2\^,nute^ 
Torriani, their power in Milan, 107 
Torriti, Fra Giacomo, works attributed to, 76, 

note^ 
Torriti, 'Jacobus Torriti pictor,' works of, 75, 

note^ 
Toscanella, sculptures in the churches at, 85 
Totila, his debtruction of works of art at Kome, 

Tradato, Jacopino da, his work in the duomo of 
Milan, 121. His statue of Pope Martin V. 
in the duomo, 121. His reputed tomb of 
Pietro Torello, 122. His works at Mantua, 
122,232. His pupils, 122. 

Tradate, Samuele da, 122. Ilis mortuary 
tablet to his father, 122. Accompanies 
Andrea Mantegna on a journey, 122, note* 

Trajan, Emperor, group of the, and the widow 
praying for vengeance, 177, note^. Legend 
of the Having of Lis soul by St. Gregory, 178, 
note * 

Trani, church of St. Nicholas the Pilgrim at, 
28. Notice of the town of, 28, m>ie \ The 
Ognissanti church at, 29. Bronze pntes of 
Barisanus in the duomo at, 33. Architect 
of the campanile of the duomo, at, 30 

Trent, works of Vicenzoda Vicenza at, 219 

Tn'sseuo, Podesta Oldrado di, equestrian alto- 
relief of, at Milan, 105. First who burnt 
heretics at Milan, 105 

Trovisan, Molchiore, tomb of, at Venice, 202 

Treviso, works of l*ietro Lombardo at, 190, 
197 

Tribolo, n, appointed to superintend the works 
at the duomo at Bologna, 241 

Trissiuo, marble ancona in a church at, 220 

Trivulzio, Giovanni Battista, his gift of the 
candelabrum to the duomo at Milan, 271 

Troja taken by the Emperor Henry XL, 4. 
Foundation of the city of, 10, note^. The 
duomo at, 1(K Bronze gates of the duomo 
at, 33 
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Tron, Nicold, Doge of Venice, monnment to^ 

at the Fran, 192. Tomb of, 202. Statue 

of, 202. 
Turks, the, defeat of the, at Doryclea, 25. At 

Si utari, 191. And by the Venetian fleet, 

211 
Tuscan artists working at Naples, 63 
* Tuscan Sculptors,' addenda to, 275, et seq. 



UBERTINO, his bronze doozs at the Latenm 
basilica at Rome, 203 
Udine, probable builder of the duomo of, 184, 

note*. Great window of the Sala del 

Maggior Consiglio at the Ducal Palace of; 

184, wo^€ •. Tabernacle of the Madonna at 

the Pahuzo Publico, 189 
I'go, King, his palace at Pavia, 101, naU * 
Uovo, dell*, architect of the castle of; 62, 

note ' 

Urban If., Pope, his Council held at Ban, 16 
Urban IIL, Pope, his statues of the twelve 

Apostles at Milan, 105 
Urban VII., Pope, monument of, at Rome, 

l.">8 

Urbino, works of Ambrogio da Milano at the 
Ducal Palaie at, 142, 143. Palace of Count 
Federigo, 142, note •. Statue of Duke Fede- 
rigo on the staircase of the palace, 218 

Uriah the Goth, hia destruction of works of 
art at Milan, 101 

Urso, Archbishop of Ban and Canoea, 22 

Urso or Orso, Magister, Veronese sculptor, 
213 

Usanza, Girolamo, reputed works of, 248 



VAG A, Perino del, his influence on the works 
of Guglielmo delU Porta, 152 

Vairone, Biagio, assists Andrea da Fusina on 
the tomb of Francesco Birago, 141, note *. 
His statue of David, and bas-relief of the 
I,.ast Supper, 141, note * 

Valcntinian, St, at Bitonto, sculpturee on the 
cathedral of, 35 

Vandals, their destruction of works of art at 
Rome, 73 

Vannini, IMetro, his work in the duomo at 
Osimo, 41 

Varignana di Bologna, Doroenico Aimo, detto, 
his works at Rome and Bologna, 242 

Vassaletto, his works, 83 

Vellano or Bellano, Bartolomeo, period in 
which he lived, 222, note *. Character and 
style of his works, 222. His residence at 
Rome, 223. And at Perugia, 223. His 
medals, 223. His bas-reliefs at Padua, 223^ 
224. His bronzes, 224. Ilis death, 225 



INDEX. 



825 



TEN 

Vendramin; Andrea; Doge of Venice, tomb of, 
200 

Vendramin Calergi, Palazzo, architect of the, 
195. Statues of Adam and Eve in the, 200 

Venerio, Sebastian, l^ust of^ at the Academy at 
Venice, 212 

Venice, statue of St. Simeon the Prophet at, 
87. Works of Tommaso Lombardo at, 160. 
Causes of preference for colour over form at, 
164. Character of sculpture at, 165. Subor- 
dination of sculpture to architecture at, 165. 
Division of sculpture into styles correspond- 
ing to those of architecture, 165. Harmony 
of St. Mark*8 despite its incongruous ele- 
ments, 165. Legend connected with the 
early history of the city, 166. Materials 
forbuilding brought from the mainland, 167. 
Early examples of sculpture in the city, 168. 
Want of good sculptures in the tenth and 
eleventh centuries, 168. But rich in monu- 
ments, 168. Early examples of old Roman 
or early Christian sarcophagi made use of 
again, 169. Unwilling aid given by Venice 
to the first crusade, 169. Causes and ex- 
amples of Byzantine influence at Venice, 
170. Venetian sculptors before the four- 
teenth century, 171. Those of the fourteenth 
century, 171. The architect Filippo Calen- 
dario, and his shameful end, 173, 174. The 
story of the conspiracy of Marino Faliero, 
173, 174. Examination of the probabilities 
in favour of Calendario being the artist who 
designed the sculptures in the Ducal Palace, 
174. Unity of aim throughout the palace 
sculptures, 175. Description of them^ 176. 
The carved capitals of the colunms, 177. 
Inferiority of all other sculptures at Venice 
to those of the Ducal Palace, 179. The 
Gothic type of tomb conmion at Venice, 180. 
Analogies between the Milanese and Vene- 
tian sculptors, 182. The three schools of 
the Gothic style which prevailed at Venice, 
187. Works of the Bons, father and sons, 
at St. Mark^s, 187, 188. Figure of, at the 
Porta della Carta, 187. Introduction of the 
Renaissance style into Venice, 189. The 
Bottega di Tajapiera, or sculptor's work- 
shop, 190. Works of Ant. Giov. Bregno 
at tiie Ducal Palace, 192. Artists employed 
on Giant*s Staircase, 192, and note *. Ques- 
tion as to the architect of San Giobbe, 195. 
Architect of the clock tower in the Piazza 
of St Mark, 196. Works of Tullio Lom- 
bardo, 199. Anonymous marbles attributed 
to the Lombard!, 200. Sculptures in the 
Giustiniani chapel, 201. Marble parapet 
and monuments at the Fran, 202. The 
equestrian statue of Coleoni, 204. The bronze 
standard bases on the Piazza of St Mark's, 



VIB 

206. Works of Victor Camello, 207. Of 
Lorenzo Bregno, 209. And of other sculp- 
tors of small repute, 209, note K Jacopo 
Sansovino's career in Venice, 209. Joint 
works of Sansovino and his pupil Vittoria, 
211. Works of Girolamo Campagna, 218. 
Intarsia work of Antonio and Paolo Mola at, 
234. Intaglios and grotesques of Bernar- 
dino and Domenico at, 235. Mortorio made 
for the monastery of Sant' Antonio Abbate 
at, 253. Work of Livio de' Comaschi at, 
263. Works of Danese Cattaneo at, 267 

Venier, Antonio, Doge of Venice, monument 
to, 184 

Venosa, tombs in the church of Santa Trinitil 
at, 43. Date of its foundation, 43, note ^ 

Venus, statue of, by the brothers Sormanni, 
265 

Vercelli, Orazio, Luini's treatment of, 154, 
note^ 

Vergine, Monte, notice of the church of, near 
Beneventum, 270 

Verocchio, Andrea, his part in the statue of 
Bartolomeo Coleoni at Venice, 204. Facts 
connected with his residence in Venice, 
204 

Verona, palace of Theodoric the Goth at, 95. 
Works of Bartolomeo Ridolfi in the Palazzo 
Chericato at, 212, note K Early Veronese 
sculptors, 213. Works at San Zeno, 213. 
Sculptures upon the duomo, 215. Veronese 
sculpture in the thirteenth and fourteenth 
centuries, 215-219. Works of Andrea Riccio 
at Verona, 229. Cattaneo*s work at, 267 

Vicenza, sculptors o^ in the fifteenth century, 
219 

Vicenzo da Vicenza, his works at Trent, 219 

Victory, bas-relief of^ at Milan, 149 

Vigne, Pier deUe, statue of, 50 

Vimercati, Giovanni Andrea, tomb of, at Milan, 
149 

Vincenzo, Pietro di, tomb of, at Ara Coeli, 
92 

Vind, Leonardo da, his Lord's Supper and 
equestrian statue of Francesco Sforza at 
man, 124, 125 

Virgil elected Prince of Mantua, 231. Statue 
of him at Mantua, 231. Alto-relief of him, 
231. Bust of, in the Museo Patrio at Mantua, 
234 

Virtue, military, allegorical figure of, at Milan, 
156 

Virtues, bas-reliefs of the, in San Teodoro at 
Genoa, 265. Statues of the, at Naples, 62. 
Statues of the, at the Porta della Carta, 
Venice, 187, 188. Statues of the, at the 
Frari at Venice, 202. Figures of, at Reggio^ 
250. Statuettes of the, at Naples, 56. At 
Pavia, 109. At Milan, 114. On the sarco- 
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phagufl of Bartolomeo Coleoni, 130. At 

Santo StefJMio at Venice, 203, 204 At 

Santa Eufemia, at Venice, 208. At St 

Denis^ 2^*3. At Genoa, 204. Symbols of 

the, at the duomo at Verona, 215 
Visitation, bas-relief of the, in the duomo at 

Milan, lid 
Visconti family, monuments of the, formerly 

at Mihm, 105 
Visconti, their quarrel with Pope John XXII., 

107, 108. Sketch of their rule of Milan, 

108-110 
Visconti, Caterina, her marriage to Duke 

Oian Galeazzo, 115, note^ 
Visconti, Gian Galeazzo, tomb of, at Pavia, 

90, 141, note^. Medallion portrait of, at 

Pavia, 2(J0 
Visconti, Marco, his intrigues, 108 
Visconti, Matteo, appointed imperial vicar at 

Milan, 107. His quarrel with the Pope, 

107. His buildings at Milan, 108, note^ 
Visconti, Matteo II., Duke of Milan, 110. 

Poisoned by his brothers, 110 

VL*conti, Otho, Archbishop of Milan, his sar- 
cophagus at Milan, 105 

Visconti, Stefano, his imprisonment at Monza, 

108. His monument at Milan, 110 
Vismara, Palazzo, adorned by Michelozzo, 

124. Description of the palace, 124, twte* 
Vitale, St., figure of, in the Academy at Parma, 

250 
Vittoria, Alessandro, accoimt of, 210. Leaves 

Venice for Vicenza, 210. Employed by 

Palladio, 210. Ketums to Venice, and 

works with his master, Sansovino, 211. 

His vicious detail, 211. His statues, 211. 

His busts, 211. His tomb, 211. His scholars, 

212 
Vittorino, San, pulpit in the church of, 31 



WALTER Alemanno, his tombs of the Cam- 
poneschi at Aquila, 40 
Ware, Abbot, his journey to Rome, 80. Hb 
epitaph, 80, noie^ 



Wenceslaua, Emperor of Germany, confirms 
the power of Gian Galeazzo Visconti, 115, 
117 

Weyden, Rogier Van der, his style, 123. His 
altar-piece given to the King of Spain, 123, 

Wiligelmus. See Guglielmos 

Wiligelmus, his works on the duomo at Modena, 
251. Question of his identity, 251 

William of the Iron Arm, his tomb at Venoea, 
44 

Windmills, Rizzo^s improvements in the con- 
structions of, 101 

Wolvinus, his bas-reliefs in gold in Sant' 
Ambrogio, at Milan, 102 



ZACC ARIA, San, at Venice, tomb of Mttoria, 
at, 211 
Zanotti, Monsignor, monument to, at Treviso, 

190 
Zanotti, Bishop, tomb of, at Treviso, 200 
Zaratteri, the Fratelli, their employment at 

theCertosa, 127, note* 
Zenale, Bernardino, assists Cristoforo Solan in 

making a new model for the cupola of Iho 

duomo at Milan, 140 
Zeno, Cardinal, tomb of, at Venice, 197 
Zeno, Emperor, portrait statue of, at Ravenna, 

95 
Zeno, San, bas-relief of, at Verona, 214. 

Statue of, 215 
Zodiacal signs, use of, inside the baptistry at 

Parma, 200. Invention of, 200, fiote > 
Zoiles, St, statue of, at Friuli, 99 
Zoppo, Marquis Nicold of Ferrara, detto lo, 

his unjust taxation and its result, 243 
Zorzi, Zuane (called Pyrgoteles), 207. See 

Pyrgoteles 
Zuane di Alberghetto, his part in the tomb of 

Cardinal Zeno, 197, note * 
Zuano, Pier, deUe Campane, his work on the 

tomb of Cardinal Zeno at Venice, 197 
Zucchi, Marcantonio, his intaglia work at 

Parma, 202 
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